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The term Byzantine has come to mean something tortuous — a rigidly hierarchic о! 
labyrinthine process — and these negative connotations have, unjustly, tarnished an 
extraordinary culture that flourished over a thousand year period at a time of great 
uncertainty and change. The continuity provided by Byzantium and its empire was 
felt across a great expanse of the world through Europe, the Balkans, Anatolia and the 
Middle East and its influence in the shape of religious art and architecture has 
remained constant since Constantinople, the fabled capital city of the Empire, was 
founded in 330 as the New Rome. It was rightly seen as one of the great cities of 
history, with its beautiful domed churches, gracious palaces and wide colonnaded 
streets running through parks and cultivated gardens. 


Drawing on the traditions of the ancient world, a new art developed to serve the 
official state religion of Christianity making it the first great Christian Empire; wealth 
accumulated through its territories and tax regimes and an active trade network led to 
a flourishing of the arts as churches and monasteries were built and handsomely 
decorated to advance the belief. "Byzantium 330-1453” gives us the first opportunity 
since 1958 to witness this great civilization in its entirety, from its foundation by the 
Roman Emperor, Constantine the Great, to its ultimate demise in 1453 at the hands of 
the Ottoman Sultan, Mehmet the Conqueror, when Constantinople finally fell. The 
journey is a long and fascinating one which guides us over a thousand year period, but 
which, remarkably, still continues to exist in the Orthodox Holy Monasteries of St 
Catherine at Sinai, Mount Athos, Patmos and many others which continue to practice 
as they have done for nearly two millennia and, in so doing, reveal a world that has in 
many ways been lost to us. 


As the Patron of the exhibition, | am delighted to commend it to you. 





Prime Ministers’ Foreworcls 


11 Tie 1,151 great exhibition el Byzantine art and culture 


(такс place in Braun was exactly Шу years aga, 
when “Masterpieces of Byzantine Art was held at thi 
Edinburgh Festival before being transterred to the 
Victoria and Albert Museum in 1958. Since that tun 
па British exhibition has done justice to the full extent 
of the extraordinary influences of Byzanuum, so 1 am 
delighted to scc the Royal Academy of Arts, ın 
collaboration with the Benaki ۸1100۱11071 in Athens, 
mounting а major exhibiton that explores this 
remarkable culture 

The impact of Byzantium extended from the 
Balkans into central Europe and Russia, through Anatolia 
inte Syria, Egypt and beyond, and из influence can still 
be felt across the Orthodox world today = particularly 
in the monasteries, where the traditions of the church, 
maintained for over 1,600 years, allow us а rare glimpse 
of the past. 

‘This exhibition contains some fascinating new 
discoveries and, through objects brought together 
from collections across the world, tells the story of 
how Constantine the Great created the new city of 
Constantinople in his name. Flowenng under his rule, 
Constantinople went on to become one of the greatest 
ccs of the modern world - a centre for intercontinental 
communication and trade and a focus for religious, 
political and cultural activity. 

In today's new global age, ‘Byzantium 330 ' 1454 
stands as a timely reminder of our links with the peoples 
and the nations of the past. 1 hope that you enjoy the 
exhibition, 


GORDON BROWN 
Prime Minister of the United Kingdom 


rom the earliest years of the modern age, Byzantium 
Fo often given only а minor role, when the story 
was ЮМ of Europe, аз an historic example of the risks 
inherent in mixing East and West. Thus, although the 
European idea was acknowledged as having 115 roots in 
classical Greece, the official view of European history 
paradoxically tended to overlook the historie continuity 
of that civilisation. 

Nowadays, the ideological reasons for this unfair 
omission have mostly disappeared. After centuries of 
division and conflict, Eastern and Western Europe can 
look forward to а common, promising future within the 
framework of the European Union and celebrate their 
shared cultural roots. As Europeans seck to define what 
our continent stands for, the study of Byzantium 18 
becoming of paramount importar е. Its heritage, shared 
not only by Europeans, but also by citizens of nations in 
the three different continents over which it once extended, 
can help us foster the common values that bring us 
together and understand the causes and the nature 
of eur diflerences. 

I am convinced that this exhibition, organised by 
the Royal Academy of Arts with the collaboration of 
the Benaki Museum, will make a significant contribution 
to this effort. I have no doubt that all Grecks will welcome 
initiatives such as the *Byzantium 340- 1454 exhibition, 
which besides promoting discussion of Byzantium and 
everything it represents, will also help this growing 
knowledge to emerge as а useful tool for understanding 


history and planning our European and Mediterranean 
future. 


KOSTAS RARAMANLIS 
Рпте Minister of the Hellenic Republie 


ተዘር. 28 d | of Great Britain and Northern Ireland‏ یروف 

Aes l , ЖУ, ነቃ | 
Ком, 
M 


1126 





= 
| 
| 


President's Foreword 


over an empire that extended throughout much ol southern Europe, the Balkans, Anatolia and 


۱ | ‘he history of Byzantium is extraordinarily በርከ. At the heeht ol its power, Constantin ipli ruled 


the Middle East. That this 011 lasted over a thousand years 1s an astonishing achievement ETT 
contemporary instability and change. But the journey was never easy, Periods of expansion 

and contraction reveal how the fortunes of Constantinople waxed and waned, meluding the city’s 
unexpected occupation by western forces between 1204 and 1261, and the long siege by Ottoman 
lorces that culminated in the capture of Constantinople by Mehmet 11. One ol the Коул! Academy's 
most recent and successful exhibitions, “Turks: A Journey of a Thousand Years, 60071600, picked 
up the story of Ottoman Constantinople modern-day Istanbul) in 1454, as the sun set on Byzantium, 


and so it is fitting now to take up the story m 330, at the beginning of that magnificent civilisation. 


"Byzantium 330-1453 ኮ one of the most ambitious and complex exhibitions ever to have been 
mounted by the Royal Academy. Although the exhibition will only be shown in London, the Roval 
Academy has collaborated with the Benaki Museum, Athens, in order to make it possible, We would 
like to acknowledge the important support of its Director, Prolessor Angelos Delivorrias, and the 
President of its Board of Trustees, Mrs Ашийа Yeroulanou, throughout this process; We would also 
like to thank Their Excellencies Vassilis Pispinis, Greek Ambassador in London, and Yigit Alpogan, 
Turkish Ambassador in London. for their enthusiastic backing. The exhibition has been curated with 
ereat skill by Robin Cormack, Emeritus Professor of History of Art at the Courtauld Institute of Art, 
London, and Maria Vassilaki, Associate Professor of the History of Byzantine Art at the University ol 
Thessaly and Scientific Advisor at the Benaki Museum, in conjunction with Dr Adnan Locke, 
Acting Director of Exhibitions at the Royal Academy, We acknowledge with gratitude the sage 
advice of members of the Organising Committee (listed on page 7), who met once at the Royal 
Academy and again at the Benaki Museum in the exhibition's initial stages, and we are also most 
erateful to countless colleagues in many countries who facilitated the process of drawing together the 
loans. Despite numerous complications, the complex logistical aspeets of the exhibition have been 
expertly handled by Jane Knowles, Exhibition Organiser. The making of this catalogue, with nearly 
гоо contributors, has presented similar challenges to Peter Sawbridge, Managing Editor, and 
Rosalind Neely 

The Royal Academy 18 extremely grateful for the generous financial support of the 
J.F.Costopoulos Foundation, the А. С. Leventis Foundation and the Stavros Niarchos Foundation, 
without whose help this exhibiuon would not have been possible. We would also like to thank our 
exhibition travel partner, Cox & Kings, and The Hellenic Foundation, Dean Menegas and the St 
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Catherine Foundation for additional support. 


SIR NICHOLAS GRIMSHAW CHE 
President, Royal Academy of Arts 
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Directors Foreword 


rq Benaki Museum's ties with Great Britain are both old and strong. 1 ከክ Victoria and 

| Мірен Museum un London wis, 1ቨ ዘ WAY the model lor the ከየበ3ክ] Минсант at из foundation 
иа (өза, Sinee then, the kinship between the two organisations has been reflected ип continuous 
communication over scholarly issues, as well as (wo acclaimed exhibitions in 2000 А comparabk 
spirit af amity animated the Вета Museum's collaboration with the Hayward Gallery and thi 
Science Museum in 1976, and more recently with the Хапопа! Gallery and the British Council, 
пай everewidenmng cyele of cultural events 

Che Benaki Museum and the Royal Academy of Arts first came into contact with eae h other 
in i087, on the occasion of the exhibition ‘From Byzantium to El Greco: Almost two decades later 
the opportunity arose lor a se cond and more profound encounter bevween the two msntunors, 
а 51111 OM Ши npening aM rencss ol the need to ра oll at least рагі ol the «ен that Europe ONES 
го Byzantine civilization. Predictably, this jointly co-ordinated effort, the product of a partnership 
that will doubtless continue in the future in other domains and for other reasons, has not escaped 
the obstacles that every important venture must confront Nevertheless, despite the inevitable 
difficulties, "Byzantium 330-1453 has succeeded in securing the wholehearted support ol Iriends 
from the ecclesiastical, museum and academic worlds of Europe and Amernca 
Ihe Benaki Museum expresses its immense gratitude to all those who have shouldered the 

burden of resolving the many theoretical and practical problems involved in the vanous stages 
of preparing the exhibition. Their names are recorded with due credit in the previous pages, where 
the decisively important sponsorship of the |. F.Costopoulous, the А, G.Leventis and the 5,5. Niarchos 
Foundations is also extolled. Lastly, although neither the Community of the Holy Monasteries 
of Mount Athos nor the Holy Monastery of St John the Theologian of Patmos is included in 


these pages, this in no way diminishes the fact that the exhibition at the Royal Academy of Arts 
is аз much in honour of Orthodoxy as itis of Greece. 


ANGELOS DELIV ORR IAS 


ያ 1; FFT እ пад 1 1 Їн ul dms іні па 





Supporters’ Prefaces 


The J. F. Costapoulos. Foundation, the AG. Leventis 
Foundation and the Stavros Marchas Foundatiun are 


very proud to support the exhibition “Byzantium 43014117. 


The three Foundations are committed to promoting 


and preserving Hellente culture and heritage in 


The J.F. Costopoulos Foundation, a non-profit 
charitable institution, was founded in 1979 
on the occasion of the centenary of Credit 
Bank, in memory of its founder John Е. 
Costopoulos, by its then Chairman, the late 
Spyros Costopoulos and his wife Eurydice. 
The main purpose of establishment and 
operation of the Foundation is to promote 
Greek culture in all aspects both in Greece 
and abroad through the constant support of 
initiatives associated with education, research, 
public welfare and the arts. More specifically, 
the J. F.Costopoulos Foundation supports 
activities related to the preservation and 
dissemination of the ancient Greek and 
Byzantine cultural heritages. Furthermore, 
its noteworthy presence in the field of art, 
and more particularly of modern and 


The A G. Leviti Foundation was. also 
established іп 1979, to fulfil the wishes of 

the late Anastasios Leventis. Following his 
directions, the Foundation’s activities were 
based on three principles; culture, education, 
philanthropy; a fourth was later added to 
these, the environment. In Cyprus, Greece 
and wider south-eastern Europe, the 
Foundation’s main emphasis has been on 

the restoration of a number of monuments 
of various periods and on support for 
education and culture. Elsewhere in Europe, 
and further afield, there has again been a 
concentration on education, with a particular 
focus on the communities of the Greek 
diaspora, An international programme of 


support for Greek studies has been developed 


over the years in parallel with efforts to study 


and enhance the presentation of Cypriot 
antiquities in museums around the world. 
‘The Foundation has active international 
programmes on environmental conservation 
and sustainable agriculture, with emphasis 
on developing countries. 
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The Stavros Niarchos Foundation 15 an 
international philanthropic organisation that 
supports charitable activities in four primary 
areas: the arts and culture, education, health 
and medicine, and social welfare, The 
Foundation's Board of Directors award g 
to nat-for-profit organisations оор б ከ e 
world, ancl since the Foundation’s inception 1 1 
1996 have provided more than 1,560 grants t 0 
organisations in 85 nations around the world, 
In addition, the Foundation maintains a тай or 
commitment to supporting programmes in 
Greece through the guidance of a locally | | 
based advisory committee. The Foundation 
seeks to provide contributions that have th 
potential to add value in 3. significant way 
Within each programme category, the ۶ 
Foundation supports initiatives: that fi cature 
strong leadership and sound management 
and that can demonstrate a tangible impact 
over time. The Foundation ho 





The curators of the exhibition and the members of the Honorary and Organising Committees | 
would like to acknowledge the assistance of the following individuals during the making of this - ቁ 
exhibition and its catalogue: ۷ 


Опапа Baddeley, Dimitar Blazevski, Elizabeth S. Bolman, Stefano Carboni, Ashley Cooke, 
Tatjana Cyjeticanin, Jon Davies, Alexandra De Poorter, Simona di Nepi, Dimitris Dondos, 
Kathleen Doyle, Cinar Ergin, Stephen N. Fliegel, Valentina Furlan, Tamar Gegia, Eurydice 
Georganteli, Milco Georgievski, Richard Géróme, Silvana Grosso, Zsanett Hadrévi Ashcroft, : Y 
John Hodgson, Charles Horton, Miroslav Ше, Olga Шпепкоуа, Zsuzsa Kalmar, Ismail Karamut, 
Martin Kauffmann, Riham Khalil, Thomas Kren, Buba Kudava, Scot McKendrick, | 

Irina Makarova, Marielle Martiniani-Reber, Georgi Maystorski, Peter Meadows, Pavel Medvedev; 
Gabriele Mietke, Vrej Nersessian, Aleksandra Мис, Inna Om, Bojan Popovic, Mirjana Rakočević, | 
Walentina Ricetti, Philip Rylands, Lina Sabino, Dejan Sandić, Zaza Skhirtladze, Fiona Soutar, .-. .. 
Stergios Stassinopoulos, Marica Šuput, Lajos Szelestey, Richard Temple, Cecilia Treves, | ра 
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in Rome 
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Fourth Ecumenical Council at Chalcedon 
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Rome sacked by Vandals 
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Гал Western emperor, Romulus 
Augusrulus, deposed by Odovar 
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525 
Antioch destroyed by carihquake 


yg 
Philosophy schools at Athens closed 
Codification of Roman law 


532-37 

First Church of St Sophia (Holy Wisdom) 
burnt in nots and rebuilt for Justinian 1 
(527 - 55) by architects ludoros of Miletos 
and Апшепиоев of Tralles 
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]erakalem captured by the Persians 
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Exnigration (Hegra) of Mohammed fron 
Месса to Medina on 15 July marks 
bemnning of Muslim era 


636. و‎ тей 
Constantinople attacked by the Avars 


829) 
Herakleios (ro 41) recover the 


True Cross from Persia 
Death of Mohammed 


654-42 
Arab conquest of Syria, Palestine 


and Egypt 


бай 
Jerusalem falls to Arabs under Caliph 
Omar 1 


673-78 
First Arab attack on Constantinople 


C. 075— 153/54 
John of Damascus, iconophile theologian 





585-95 
Gold coins of Justinian 11 with the face 
of Christ on the alverse 


Gg 
Carthage, last Byzantine stronghold 
in Africa, falls to Arabs | 
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Seventh Ecumenical Council at сага 
condemns opposition t0 icons as heresy 


297 - 862 
lrene empre of Рудали 


866 
Charlemagne crowned emperor of 
Ше Romans Ну Pope Leo I 


81 

Byzantine army crushed by Bulgarians 
815743 کے‎ ч 
Second period of iconoclasm 











B20 
Birth of Photios Id. 893; Patriarch of 
Constantinople, 858 —67 and 877-86 








8:6 - 
Crete falls to Arabs 


837-78 4.12 

Sicily falls to Araba 

837—43 

John МИ Grammatikes [John the | 
Grammarian) Patriarch of Constantinople 





843 
Triumph of Orthodoxy declared and 


iconoclasm condemned as heresy 
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እዘ፡1ከ6ሀ865 Patriarch of Constantinople 
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First Russian attack on Constantinople | 
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Victory over Arabs; Byzantine offensive. 
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Empire extended under Basil 11 


and 
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Christian, 


1017 
Basil 11 annexed Bulgarian kingdom 


ны - ባ5'ባ፣ 
Michael Рае, philosopher, historian, 
courtier and monk 


1037 46 
54 Sophia at Kiev 





1042-55 
Foundation of Nea Moni on Chios by 
Emperor Consanüne DX Monomachas 


8፡54. 
Зена eleclared between Orthodox 
Church and Roman Church 


0651 
Norman conquest of Sicily 


тобу 

Зап Marco in Venice rebuilt and 
decorated with Byzantine mosabes 
966. 

Theodore Psalter (cat. 51) produced at the 


Monastery of Si John Stoudios 
in Constantinople 


100 
Turks take Cinesirea in Asia Minor 





71 
Seljuk Turks defeat Byzantines at Ваше 
of Manzikert Bari taken by Normans 
and Byzantium loses southern Italy 
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И 
Сте ol St Michael ዘ Kiev bullt 
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John 11 Komnenos builds the በሮጠ] 


Monastery of Christ Pantokrator at 
Сснечагйпорс 


иө 
icon ol Virgin and Child sent [ream 
Constantinople to Kiev: as the ісіні 
al Vladimir, this later becomes the 


preueeting toon of Moscow 


- 
ii 17 
First reference to ciy of Moscow 


91474 
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BYZANTIUM: A HISTORICAL INTRODUCTION 


YZANTIUM 15 SHORT FOR THE BYZANTINE EMPIRE, which may be delined 

as the Christian empire ruled from Constantinople. The dates attached 

to the title of this exhibition are those of the ceremonial maugsuration 

of Constantinople as the New Rome on 11 May 3360 and of its capture | 
by the Ottoman Turks оп 20 Мау 1453. On this definition Byzantine history | 
сисотраззсъ morë ihan eleven centuries, mcluding ነነ hat ус ۹ сай Late 
Antiquity and the entire Middle Ages. 

In addition to being Christian and Беше governed from Gonstantinople, 
Byzantium had one further essential feature, namely its Чаши to be the direct 
continuation of the Roman Empire, а claim it maintained to the very end, long 
after it had lost all semblance of Roman identity. By calling itself Roman it 
asserted both its primacy among all other nations and its pivotal role in the divine 
dispensation, for Rome's was the fourth and last kingdom revealed in the book of 
Daniel, divinely preordained to be the last empire on earth. The translation of the 
Roman capital from Old Rome to New Rome by the first Christian emperor was 
not an accident, but part of God's plan, which also determined that the eventual 
Fall of Constantinople would usher in the end of the world. 

Histonans today who attach more weight to what they perceive as realities 
than to myth, no matter how potent, have some trouble in accepting an unchanged 
Byzantium proceeding in a straight line from the first to the last Constantine. 

They point out quite correctly that the period from 330 until ¢.640 Ap, that is 
Late Antiquity, was fundamentally different from its medieval sequel. Indeed, 
some historians prefer to restrict the epithet Byzantine to the medieval empire. 

No matter how we label it, the Early Byzantine/Late Roman period still 
embodied the concept of a single empire, though its eastern and western parts | 
were administered separately after the death of Theodosios I in 395. As the | 
western empire crumbled under Баграпап pressure and was eventually abolished, 
the emperor at Constantinople maintained his theoretical overlordship until 
Justinian 1 (527—65) made a determined effort to reconquer Italy, North Africa and 
even the southern coast of Spain (fig. 1). His success was short-lived, except in Africa, 
whose coast remained in Roman hands until ር. 700. Meanwhile, the castern half 
was relatively secure and prosperous. On the international scene its opponents were 
Persia, the traditional enemy, with whom Constantinople waged an intermittent war, 
and assorted barbarians — Goths, Huns, Slavs, Avars - who were pushing across the 
Danubian frontier, but proved on the whole containable. Internally, the eastern 
empire was a constellation of cities, each with its own rural belt, some going back 
to Greek Antiquity, many others founded in the Hellenistic period. Constantinople 

was rapidly growing to become the biggest of them, adorned with pompous public 
monuments and, increasingly, a multitude of churches, defended by massive 
fortifications that are still extant today (fig.2). Yet, until well into the sixth century 
the provincial cities — rather than Constantinople — remained the chief carriers of 
traditional culture, Indeed, among the literary figures of the time not more than two 





or three were natives ol Constantinople. 
While higher schools of philosophy ан 
rhetone Bourshed at centres such as 
Alexandria ane Athens, Constantinople 
could boast only a preparatory school for 
prospective civil servants, 

Longe regarded as an age ol 
decadence, Late Antiquity has morc 
recently become a fashionable subject, 
even a growth industry among 
professional historians. 11. was certainly an 
age of sharp contrasts which saw the last 


stand of pagan diversity in the face of a 





tnumphant Christian monotheism 
imposed by a despotic government; an 


age of heated theological disputes in which the emperor, at first reluctantly, became Ни. 2 

. : | ` Ruins of the wall 

the supreme arbiter and enlorcer: an age that witnessed the phenomenal TTO th ol ce УИ E а 
of Constantinople іп 

presemi-clay Istanbul, 
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monasticism, which was a rejection of normal social lile and its traditional urban 
values; an age of what used to be called superstition, but is now called spirituality, 
entailing as it did a universal belief in demons and magic, the cult of Christian saints 
and their bodily relics, enthusiastically championed by such eminent and, indeed, 
cultivated churchmen ds St Ambrose n the West апа 5t John Chrysostom in the 
East. The contradictory tendencies of Late Antiquity are reflected both in its 
literature and its visual arts. 

The end of Late Antiquity in the East came so suddenly and so unexpectedly 
that it defies explanation. In 602 the Roman army оп the Danube frontier mutinied. 
The reigning emperor Maurice was overthrown and replaced by the brutish Phokas. 
This gave an excuse to the Persian King Khusro II to invade. Within two decades 
the whole Roman Near East, Mesopotamia, Syria, Palestine, Egypt was in Persian 
hands. Symbolically the most painful blow was the Fall of Jerusalem and the 
‘captivity’ of the relic of the True Cross. The transfer of the Roman army from 
Europe to Asia to oppose the Persians opened the Balkans to northern barbarians. 
Allied to the nomadic Avars, Slavs established themselves all the way down to the 
Peloponnese. An uprising at Carthage put a new emperor, Herakleios (610—41), on 
the throne. At first powerless to cope with the crisis, Herakleios embarked on a bold 
campaign to attack the Persians from the rear by way of the Caucasus. Against all 
odds he succeeded. The forces of Khusro were crushed in what is now Iraq (628) 
and the Shah himself killed in an internal plot (бе. 3). 

Herakleios had barely ume to restore the situation and bring back to Jerusalem 
the ‘True Cross, or rather a replica thereof (630), when a new and unexpected 
cnemy, the Muslim Arabs, appeared on the scene. They quickly conquered all the 


provinces recovered from the Persians and went on to destroy the Persian kingdom 
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itself, which collapsed with hardly any opposition, Within 
a single lifetime the entire map of the Near East had 
been permanently transformed. 

What was now left of the Roman or Byzantine 
Empire? Essentially, Asia Minor west of the Taurus 
and Antitaurus ranges, the Aegean islands, a lew 
isolated outposts in the Balkans (like Thessaloniki), 
southern Crimea, bits of Italy, Sicily and the North 
African coast — іп all, hardly a coherent state, ‘The 
chances of its survival looked pretty slim, especially 
as the Arabs made a determined effort to conquer 
it once and for all. However, their one-year siege 
of Constantinople (717-18) failed, thus saving eastern 
Europe from Muslim domination. 

As we enter the medieval Byzantine period, we find 
ourselves in a different world, dimly illuminated by a woefully 
inadequate historical record. The Balkans are now held by a medley 
of barbarians, mostly Slavs, but also Turkic Bulgarians, who in 681 establish 
themselves in the country they за inhabit. The centre of the empire's gravity 
consequently shifts to Asia Minor, itself subjected to yearly Arab incursions and 
devastation. While Constantinople remains secure behind its impregnable walls, 
nearly all provincial cities either disappear altogether or, terrain allowing, shrink 
to a more defensible citadel, as one can still see at sites such as Ephesus, Sardis 
and Ankyra. Under these conditions a civilised life, of the kind that had existed 
in Late Antiquity, becomes impossible, and that explains one characteristic of the 
medieval Byzantine Empire, namely that Constantinople, from being the biggest 
of many cities, becomes the only true city, now called simply polis = not that there 
was much culture at Constantinople in the second half of the seventh and the eighth 
centuries. Yet, even under the dire conditions of the time, the centre was able to 
maintain general taxation, a stable currency and a skeleton civil service, In contrast 
to the West, such traditions of culture as were preserved owed more to imperial 
officialdom than to the Church or to monasteries, as witnessed by figures like the 
Patriarchs Tarasios, Nikephoros and Photios, all of them ex-members of the 
central bureaucracy. 

Emperor Leo III (717-41), who saved Constantinople from the Arabs in 
717-18, is unjustly remembered not for that glorious deed, but for having initiated 
iconoclasm, the ban on the manufacture and worship of images of Christ and the 
saints. Iconoclasm simmered оп for over a century (730-843) and generated оп 
the part of its opponents a vast body of polemical literature, exceeded only by 
the volume of modern commentary, It started quite simply as a reaction to the 
all too-evident fact of Muslim success. Why were the godless Arabs uniformly 
victonous, while the Christians were humiliated to the point of losing even their 
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the Byzantine Empire: 


holy city, Jerusalem? To Leo 111 the answer was clear: the Christians had sinned 

by falling into idolatry, expressly condemned by the Second Commandment, The 
military successes against the Arabs and Bulgars won by both Leo 111 and his son, 
Constantine V (741-75), only served to validate their theology (fig.4). Indeed, the 
military situation got worse when iconoclasm had been reversed by Empress Irene 
(797 802), only to improve again when the ban on images was reimposed by Leo V 
(B15— 20). 

It is a mistake to assume that for тоо years the Byzantine public did nothing 
hut squabble over the veneration of icons; Yet the phenomenon of iconoclasm, 
apart from its impact on the development of religious art, had certain unintended 
consequences that proved historically more important than the theological issues 
al stake. First, it created a rift between Constantinople and the papacy, leading 
the latter to seck the support of the Frankish Kingdom and culminating in 
Charlemagne's imperial coronation (Boo), which openly challenged the Byzantine 
exclusive claim to that още, Second, it called into question the relation between State 
and Church. According to Byzantine ideology the emperor was the chosen of God, 
responsible both for the temporal and the spiritual welfare of his subjects. A heretical 
emperor constituted a scandal. Worse, an emperor who was both а һегепс and a 
persecutor of Christians, as Constantine V allegedly was, could only be compared 
to a pagan tyrant like Diocletian, to whom no allegiance was owed. In the wake 
of iconoclastic controversy some churchmen were emboldened to reject imperial 
authority in matters of faith and morals. A precedent was created, even if the net 
result amounted to very little: the Patriarch of Constantinople, himself appointed by 
the emperor, had little scope for independence. If he proved difficult, as in the cases 
of Photios in the ninth century, Nicholas Mystikos in the tenth, Michael Keroularios 
in the eleventh, or Arsenios in the thirteenth, he was simply dismissed. 

The iconoclastic dispute had not yet quite abated when imperial propagandists 
launched a movement of 'renovation'. Its origins are obscure. Was it a response to 
the Carolingian renascence in the West which occurred at the same time, and had 
broadly similar manifestations? Or were the two entirely independent? Renovation 
meant erasing the effects of the previous two centuries and returning to the culture 
of Christian Late Antiquity with its traditions of education, book learning and its 


insistence on ‘correct’, that 15 archaic, language as the only vehicle of polite 
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literature. Such old books as could be found - philosophical, scienüfic, historical, 
literary - were re-copied in a new, more compact script, the so-called minuscule. 
In the minor arts, too, inspiration was sought in Late Antique models 

a phenomenon that art historians have, somewhat improperly, labelled the 
‘Macedonian Renaissance’. Confined, и seems, to Constantinople, Ше movement 
of renovation was spread over several decades, indeed centuries, and had two 
principal consequences. The first, wholly beneficial, was the preservation of a 
considerable corpus of texts, both Christian and pagan. Indeed, our knowledge 

of Ancient Greek literature is to a large extent confined to the texts that were copied 
in Byzantium in the ninth and following centuries. What was not copied was lost. 
That 18 well known to classical philologists, but perhaps not sufficiently appreciated 
by the public today. The second consequence was of more questionable value. 

It was the virtual elimination from literature of the Greek vernacular, that is the 
spoken language. Even such genres as homiletics and saints’ lives that were aimed 


at a wide audience were recast into a semblance of Attic Greek and embellished with 


all the rhetorical flourishes recommended in textbooks. That is why much of 
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Byzantine literature is impenetrable to modern readers, How far it was understood 
at the time except by a narrow coterie is less clear. 

И was also in the ninth century that Byzantium scored its most notable success, 
whose consequences are still with us today, namely the conversion to Orthodox 
Christianity of the southern Slavs (Bulgarians and Serbs), leading eventually to that 
of the Russians, Conversion entailed the invention of a Slavonic script (for none had 
existed earlier), first, it seems, the perversely difficult Glagolitic, soon replaced by the 
simpler Cyrillic, modelled on the contemporary Byzantine capital alphabet, and the 
creation of a Slavonic literary language based on translations from the Greek of texts 
essential to worship, predication and edification. Conversion went hand in hand with 
the spread of Byzantine political ideology, architecture and art. If today the greater 
part of the Orthodox world lies outside the European Union, that is ultimately due 
(о its Byzantinism imposed in the ninth and tenth centuries. 

Conversion, however, did not always lead to amicable relations. The Bulgarians, 
in particular, proved hostile neighbours who repeatedly threatened the very existence 
of Constantinople while at the same time maintaining commercial links with the 
empire. If the Bulgarians were at least a known quantity, the Russian Vikings, who 
suddenly struck at Constantinople in 860 (and again in 907, g41 and 1043), were 
more frightening because they were initially unknown and had the ability of invading 
by sea without prior warning. It was widely believed that they would cause the 
ultimate destruction of the city. 

On the eastern front, however, things were going better thanks in part to the 
fragmentation of the Abbasid Caliphate, a dynasty ruling from Baghdad. From 863 
onwards, in spite of many reverses, the balance of warfare swung in the empire’s 
favour and by 976 northern Mesopotamia and much of Syria were back in Byzantine 
hands after more than three centuries of Muslim domination. Crete, captured by the 
Arabs in 827, had been reconquered and Cyprus reoccupied. ‘This was the epic age 
of medieval Byzantium, and its heroes were a network of interrelated Anatolian 
warlords, partly of Armenian descent, two of whom, Nikephoros Phokas and his 
murderer John Tzimiskes, even ascended the throne - very briefly as it turned out. 

The eleventh century proved a pivotal age. At the death of Basil П the 'Bulgar- 
slayer’ (1025) (hg.5), the empire was once again in control of the entire Balkan 
peninsula. Its economic life had developed thanks to the revival of international trade 
in the Mediterranean, and a number of provincial towns, like Thebes and Corinth, 
were becoming important manufacturing centres. At Constantinople one can discern 
signs of a nascent bourgeoisie. Much to the disgust of traditionalists, tradesmen were 
admitted into the ruling élite. A new law school was established and philosophy was 
taught by the polymath Michael Psellos. One can imagine Byzantium progressing 
to the kind of renascence that the West was experiencing at this very juncture. 

That did not happen. 

The crash came very suddenly in the form of the Seljuk ‘Turks and nomadic 

Turcomans. Following the Byzantine defeat at Manzikert (1071), the whole of Asia 
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Minor was overrun by the invaders, Within ten years а Turkish emir was ensconced 
at Nicaea present-day Iznik! and another was siting at буга, building a fleet with 
which to attack Constantinople. The crisis resulted in a palace coup, which brought 
to the throne Alexios 1 ([(081 1118), а member of the military clan ol the Iomnenot, 
who were to rule the empire for the next hundred усаг, Up to this ропи Byzantium 
had to look in two directions ~ the cast and the north from where the threats to its 
security came. It was not cut off from the West, but there was no significant Western 
interference in Byzantine affairs; That changed shortly belore the accession of 
Alexios I, when the Normans captured the Byzantine outpost of Ба (1071) and 
went on to lay siege Lo Dyrrachium |11()ነነ Durres! and penetrate deep Into Goreece. 
To fight the Normans, Alextos had to call in the help of Venice at the cost of 
ruinous commercial concessions (1082). The arrival of the First Crusade, in which 
the Normans had a part (1096), further complicated and embittered relations 
between the two halves of Christendom, ecclesiastically separated by the schism 

of 1054. From that point until the end of Byzantium the West was always present, 
both hated and envied, an enemy and a potential, though unreliable, helper, 

an exploiter, yet a partner in business. 

Starting with a nearly desperate situation, Alexios I strove ceaselessly both by 
arms and diplomacy to retrieve the fortunes of his empire. In Asia Minor only the 
western coastlands could be recovered: the interior was written off. Alexios defeated 
the invasion of the nomadic Pechenegs, successfully resisted the Normans and did 
his best to manoeuvre the leaders of the First Crusade to his advantage. He did not 
engage in unrealistic adventures. His policies were followed by his able successor 
John II (1118—49). The dashing Manuel I (1143-80), however, had loftier ambitions 
and exhausted his state by repeated campaigns in Serbia, Hungary and Italy, in the 
hope of regaining the patrimony of Constantine the Great, During the brief reign of 
the paranoid Andronikos I (1184-85), the last of the Komnenoi, the empire began to 
fragment. Bulgaria and Serbia broke away, as did Cyprus. In 1185 Thessaloniki was 
sacked by the Normans. Relentlessly, events were moving towards the suppression 
of the Byzantine state, repeatedly mooted by Norman kings and German emperors 
and finally attempted by the Fourth Crusade at the instigation of Venice. 

The tragic events surrounding the sacking of Constantinople by Crusaders in 
1204, which have recently prompted belated apologies by a repentant West, did not 
spell the death of Byzantium, but certainly put an end to its role as an international 
power. The political history of the next two and a half centuries, played out опа 
petty regional scale, is of such Ба ти complexity as to defy any attempt at a clear 
exposition, Briefly, the Crusaders set up on feudal lines their own (Flemish) emperor 
of Constantinople and their own (Venetian) patriarch. Thessaloniki became a 
separate kingdom that, for a while, stretched down to Athens. The Venetians, more 
interested in trade than in landed possessions, claimed the Aegean islands and coastal 
ports which commanded the sea route to Constantinople, while the French set up 


their own principality in the Peloponnese (Morea). The Greeks, as they can now be 
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called, retreated from Constantinople to Nicaea, where they established their rival 
‘empire’. A second Greek statelet sprang up in Epirus and a third, created by 
secession shortly before the Fall of Constantinople, in 71 Trebizond. 1 ከር 
‘empire’ of Nicaea proved the most successful of these new entities and was able to 
regain Constantinople in 126: under the rule of Michael УШ Palaiologos (1259 - 82), 
lounder of the last Byzantine dynasty. The Latin empire was now gone, but that 

did not remove the Latins from a dominant role in the Levant, 

For all its symbolic significance, Ше recovery of Constantinople was not an 
unadulterated boon to the Byzantine cause. The centre of gravity of imperial policy 
now shifted to the West, whereas the Asiatic possessions were left unguarded and 
quickly succumbed to the Turks, the area closest to Constantinople (Bithynia 
falling to the lot of Osman, founder of the Ottoman dynasty. While 


members of the dysfunctional Palaiologos family squabblec 





and fought each other in 8 series of civil wars in the 
1320s, 13408 and 13505, the chief gainers were, in the 
short run, an ageressive Serbia and, in the long 
run, the unstoppable Ottomans. When the 
Turks had crossed into Europe (1334). 
Constantinople was virtually encircled. 
The end would have come earlier but for 
the disastrous defeat of Sultan Bayezid 1 
by ‘Tamerlane at the Battle of Ankyra 
(1402), but the Ottomans soon recovered. 
Thessaloniki fell to them in 1430. Appeals 
Гог Western help (fig.6), even the submission 
of the Byzantine Church - not for the first ume 
- to the papacy at the Council of Ferrara-Florence 
(1439) produced no effective response. The thousand- 
year-old walls of Constantinople could not withstand 
the Turkish cannon. Byzantium died fighting. 

For all their misery, the last two centuries of Byzantium produced 


a remarkable cultural efflorescence in scholarship and the arts. It went beyond the Fig. 6 
The Emperor John 
VIII when he 


attended the Council 


renascence of the ninth and tenth centuries by including the sciences (especially 


astronomy) and translations from Latin authors, who unul that time had been 
haughtüly ignored. Greek scholars, despairing of conditions at home, migrated to НУ бай ри 
- ет, 2 Ч 5 ыр medal by Pisanello, 
Italy, where they were received with open arms, and from there to France and с.1438-44, 
0 Еи RT ч А А | Cast bronze 
Germany. The fruits of the last Byzantine revival thus went to feed not the رن وج‎ НӘ 
, * diameter Io. CI 


subjugated Greeks, but the new humanism of Western Europe. 


Ми du Louvre, Роли 
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YZANTIUM 4330 - 1153 85 THE FIRST Шшістпапопа| exhibition in London [oi 
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| |” 247 works entitled “Masterpieces of Byzantine Art was sin m Angus 


BE فو‎ 


Hity years to cover the whole range ol Byzantine art. Іп 58 а group of 








and September at the Edinburgh Festival and in October and November 
at the Victoria and Albert Museum, London. That exhibition was curated In 
Professor and Mrs David Talbot Rice, and the empliasis was, they занш, on 
appreciating “the richness of the material, the finish ofits eralismanship, us profound 
artistic quality, its deep spiritual character, all virtually unequalled among the arts ا‎ 
the past’. Пре concise catalogue and the subsequent, more cdiscursive book Phe Ar ፀ/ 
Byzantium (1959) by David Talbot Rice, which he says was divectly inspired by the 
exhibition, placed great critical emphasis on the aesthetic qualities of Byzantine art. 
The chronological range chosen for the 1958 exhibition was much the same as for 
"Byzantium 330-1459, with the exception that a number of icons produced alter 1453 
were included. Some works that appeared then make a reappearance here: the cover 
ol the 1958 catalogue illustrated the coloured ivory with the coronation ol Emperor 
Constantine VII Porphyrogennetos (sole rule 945-59) trom the State Pushkin 
Museum of Fine Arts in Moscow (cat.68), The 1958 catalogue regretted, however, 
that many objects on the onginal wish list could not, for various reasons, come to 
London (nothing at all came from America), Conditions have changed in 2008, but 
equally some highly desirable objects proved too fragile to travel and others cannot 


be loaned for various reasons. 


WHAT 15 BYZANTIUM? 
Readers of this book may wish again Lo appres late the skill and virtuosity of the 
mostly anonymous) artists of Byzantium, But the notion of ‘masterpieces’ is now 
much more problematic when looking at other cultures, and toclay we expect a 

more questioning interaction with art. Whereas fifty years ago the responsibility of 
the professional art historian was seen to lie in the authentication of the date and 
place of manulacture of each object, the aims of art history are now more ambitious. 
In 1958 for an object to be labelled ‘Byzantine’, a decision was based on whether 

it could be described as of high quality and if it might have been made in 
Constantinople or by an artist trained in Constantinople but perhaps working outside 
the capital city. Today there is no consensus at all on what Byzantine or Byzantium 
means; indeed, a recent analysis even speaks of Byzantium as a ‘myth’ or a ‘mirage’. 
And Byzantine art is often treated less as a collection of masterpicces than as a wide 
range of objects, each with a function, often religious, in everyday Ше and activities. 
Byzantine art is seen as embedded in every aspect of society: ቨ 18 ‘evidence’, 


therefore, in a debate about that society and its aspirations and assumpuons. 


AND THE ANSWER 15 ... 
The challenge is to find Byzantium through its art. This is not easy. How far can 


we understand early England on the evidence of Stonehenge, for example? Or the 
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Roman Empire through walking around the Coliseum? The equivalent monument 


lor Byzantium is the Church of St Sophia (Бе, 8). А medieval response to entering 


that great church has come down to us: travellers from Kiev in 088 were so 


overwhelmed that they sad they did not know [| they were іп heaven or on carth.” 


This tells us that scale, rich decoration; ceremonial aid incense all combined to 
enhance a sacred ни шиг but ዘ docs not tell us more than the shared values ancl 
sensitivities of the period, ancl its love of formality in publi Ше, This was а society 
that had strong publie beliefs but whose inner thoughts are veiled in its opaque 
literature anc из understated art. Predominantly its literature was in Greek (which 


was the language of government but not of all the people, and which was more 


artificial and formally constructed than everyday speech) and, apart from the Bible 


ancl practical liturmeal books, the Iuerate audience (perhaps а mere tenth of the 
population) read lives of saints, sermons and histories, very little poetry and lewer 
novels. The viewers of its art were familiar with images whose content was visually 
restrained but symbolically rich. For example, there are many images ol the 
Cruciliion in Byzantine art, since the death and resurrection of Ghrist is the cent 


tenet of Christianity, but they express the theology rather than the physical sullen 


lig. В 
ral ^u 8017111: 
Constantinople, 
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ol Christ or the emotions of the spectators (cat. 244 is а rare case ol a Crucifixion so of Byzantium 
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emotional that и is only explicable to us as the work of a Byzantine artist responding 
(о a Western patron's instructions), The extreme realism of Greunewald's sixteenth- 
century Isenheim altarpiece is unthinkable at any time m Byzantium. Үс! the ши 
spirituality of Byzantine and Western Christians cannot have dillered in intensity, 
Although Byzantium lasted for over 1,000 years, its icons and circumstances are өйеп 
supposed to have remained static and unchanging. As we turn the pages ol this book, 
we can question these interpretations and ask how change can be tracked 

in Byzantium. 

Constantine the Great (306-37) founded the сиу in his name, and so Byzantium 
evokes the Roman Empire and his conversion to Christianity, His traditional image 
as а Roman emperor (cat.5) is intended to mark where power lay in а centralised 
state, whose world mission was to be defined by из Christian faith. Constantine was 
the leader of a community based not on ethnicity but оп а shared Orthodox culture. 
The art of the Early Christian centuries shown here does illuminate exactly this past 
legacy and future programme. The Jonah sculptures (cats 1, 2) and the Good 
Shepherd (cat.3) are in the direct traditions of Hellenistic art and are just some of 
many works that emphasise the Greco-Roman continuities of Byzantine агі, Old 
artistic forms are used to clothe Jewish and Christian stories that broadcast the new 
promise of salvation and Paradise for the convert. Byzantine art employed traditional 
ideas, yet the new religious art avoided other familiar forms: the idea of a venerated 
cult image, as in the pagan temple, was rejected, and several centuries were 10 pass 
before the now-familiar image of the bearded Christ was formulated." In 1958 Ше 
origins of Byzantine art were often sought in the East, with Byzantium seen as 
antipatheuc to Classical art. Today more emphasis ts laid on the Greco-Roman 
sources of Christan art in the Mediterranean lands, but this still means that several 
different regional traditions converged in the Middle Ages. The influence of Egypt 
as much as Italy can be scen in the materials. But this does not mean that all 
Byzantine art was homogeneous, or that Constantinople was the only producer 
of this Byzantine art. А number of works included here were produced in other 
regions of the Orthodox world, and respond to several traditions: the ampullae 
which contained sacred oil from the Holy Land (cats 26, 27) were brought to Monza 
around боо and were seen by Westerners as precious relics from the East. They 
are part of Byzantine art, but their history is worked out far outside Constantinople, 
The silver paten from the Hermitage Museum, St Petersburg (cat. 286) has similar 
imagery to the ampullae, but its origin is even further from Constantinople, probably 
гот the Мезгопап church in the East. Such works as these show that Byzantine art 
scrved a community much wider than the city of Constantinople. 

ላ look at these early works sets in front of us a self-consciously ‘modern’ society 
that recognises its roots; pagan forms combined with Jewish sacred writings have 
been reinterpreted in a developing Christian art which supports the new ethical and 

political values, and which defines the structures of power, both human and divine. 
The prevalence of images of Christ, the Virgin Mary and Child and the saints, and 


ol the Gospel events operate on many levels: for example, they define the best 
models for humans to imitate in their lives, they reiterate the truth of Christian 
doctrine and they act as reminders of the importance of the family unit within 
society. But they are much more than didactic objects. They can give solace in 
time of trouble and they act as а focus for prayer for good health and a prosperous 
family. The word ‘icon’ is so obviously appropriate for works of art that are not 
only pictures, but also representations of the ideal life and adjuncts ol prayer 

and worship. 

The progressive early Byzantine development of art was challenged by the 
iconoclast emperors of the eighth and ninth centuries, who banned the production 
and display of images of Christ, the Virgin and the saints. This period of reformation 
of art has intrigued historians, who have offered many differing explanations and 
motivations, from puritanism to a power struggle between the emperor and the 
expanding hierarchies of Church and monastery. The failure of iconoclasm or, as 
и was called, the ‘Triumph of Orthodoxy’ (as in cat. 57) resulted in figurative art 
becoming the essential identifying feature of Byzantium from the ninth century. 

The art of the ninth and tenth centuries, produced during the successful military 
expansion of the empire under the Macedonian dynasty, and specifically under the 
scholar-emperor Constantine VII Porphyrogennetos (саг. ከ8), offers us new interests 
in art. То this period belongs the development of Byzantine enamel production 

and the expansion of production of works in ivory and other materials. The court 

in Byzantium was at the centre of such luxury arts. Some works emphasise the 
Classical interests of the literate élites who continued to read the works of Greek 
Antiquity, and were consumers of newly produced manuscripts of famous authors, 
now written in minuscule instead of the majuscule script which had been the norm 
until the ninth century. The majuscule script was sull used in an illustrated ninth- 
century manuscript of the Sacra Parallela of John of Damascus, an anthology of 
quotations from the Bible and Patrisuc texts intended to provide moral and ascetic 
inspiration, including over т,ооо thumbnail sketches, among them one of an icon- 
painter copying an icon to illustrate a fourth-century text by St Basil: *As the painters 
when they paint icons from icons, looking closely at the model, are eager to transfer 
the character of the 1con to their own masterpiece, so must he who strives to perfect 
himself in all branches of virtue look to the lives of saints as if to living and moving 
images and make their virtue his own by imitation’ (fig. 7).* The text, in which 

a theoloman gives his version of how Byzantine icons were produced, helps 

to document how art was understood to function in Byzantium. 

Other works of the Middle Byzantine period emphasise the Greck pagan 
past (like the Veroli Casket [cat.66] or the gilt-glass cup from San Marco that 
mischievously combines obscure Classical imagery with fake Islamic writing | са. |). 
This period of Byzantine thinking was distinctively ambivalent in its uses of 
Antiquity. Writers like Michael Psellos in the eleventh century explored Platonic 
philosophical ideas to see if they might fit within a Christian framework.” Visually 
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the Veroli Casket shows that, with а good knowledge of pasan msiliology, 
it was possible to produce sophisticated satire aud humour which the equall 
knowledgeable viewer would appreciate. Particularly revealing about Byzantium 
and the past 15 the chur h at Skri poli see са). Из patron, the protospatharios 
Leo, was а rich imperial official who owned the lind around the church, From 874 
to 874 he built the large church entirely by recycling columns and marbles from the 
nearby ancient city of Orchomenos figo). He composed an original set of highly 
elegant verses in а proficient Classical style lor inscripiion on the west wall, whereas 
Ше templon screen inside the church has animal and vegetal designs in utterly 
11116 lassical forms. | Не ( hurch stands 431] апидие пиши, lut i both celebrates апа 
subverts the ۲111٦ al ۸+7٦ 111 115 де 00 ١ | lu ЕТ | 15 (уа 06 77 
admired and imitated Antiquity, but it never simply reproduced i: Byzantine artistic 
aims and resources were very егет from those of the ancient Greco-Roman 
world. Some historians have seen this as decline, and im some material ways Ше in 
Byzantium was less ааст than in Antiquity, But who can say that Pompeii was 
‘better’ than Constantinople as a place to hve? 

Byzantium maimtained an ambivalent dialogue with Antiquity throughout 
its entire existence, but it celebrated the fact that pagan Antiquity had been 
superseded by a Christian Roman Empire, and thus a superior culture had been 


created, Ц is therefore clear that lile in Byzantium revolved around the religiosity 
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of [5 new culture, and so did its art. Even in the home, in objects for special or 
everyday use, à mixture of Christian and secular references pervades. People wore 
pectoral crosses to ward off evil (cats 120, 100), and the passing of time was marked 
Бу Sunday worship, church festivals and holy dass, and above ай by the annual 
commemoration of Easter, which stimulated many of the works shown here, such 

as the double-sided icon from Kastoria (сай tb), which was carried 11] proc cession 

on Good Fridays. Ex-voto donations of art were made to churches, and the greatest 
beneficiaries of the patronage of the rich were the monasterics. The wealthy founder 
of a monastery (sometimes the emperor or an empress) could expect eventual burial 
ኣላ፤[|111] its prec ects апа perpetual стг prayers lor 1(1711115)::1(1)1] i| 41115 111 Ше 
afterlife. Others could donate icons or icon covers or liturgical vessels so that their 
identity would be preserved after death. 

Мапу works illustrated here are the outcomes of such donations and aspirations. 
From the modern perspective, we have the dilemma of how to interpret the ۱ 
number ol works ol art (as we call them) of this kind. Ihe re-run of Byzantine 
iconoclast thinking in the Reformation and the subsequent схе lusion of images 
Irom many Protestant churches may have triggered cntcism of the prevalence 
of Byzantine images as superstition or magic. But after iconoclasm the Orthodox 
church itself tried to disassociate connotations of magic from images in accepting that 
they did m some way partake of the supernatural so that the holy figures represented 
could гесетис the ргаз CTS апа requests lor interi ession 411 ldress d Le them." 1 he ۲101 
powerful images of this kind were those of the Virgin Mary Hodegetria (cat. 177). 

It was believed that the model for all these icons was an image of the Virgin and 
Child painted [rom the Ше by the Evangelist St Luke. His panel was believed to have 
survived in Constanunople and was venerated in the Hodegetria monastery unul its 
destruction in 1453 (see cat. 266 for а Russian version). The icon could be venerated 
111 cl special shrine ІП the monastery and мае carried outside in cl publi pri cession 
every Tuesday. Over the centuries it was credited with many miraculous healings 


and benefits, and copies were equally believed to have miraculous powers.’ 


AFTER 1204 

Loi centuries айе 115 foundauon ( гаити iple мах 71 led d^ the 11154151 fabul ҮЭ 
city ol the Middle Ages. This all changed after the sack in 1204 by the armies of the 
Fourth Crusade, and the establishment of the Laun kingdom of Constantinople, ши 
из recapture in 1261 by the last Byzantine dynasty of emperors of the Palaiologan 
family who had been in exile at Nicaea, Constantinople lost many of its treasures: 
many went to Зап Marco in Venice, the Samte-Chapelle in Pans and other places 
in western Europe (Пе. 10). 1 ከሮ works taken to the West came from the Great Palace 
of the Byzantine emperors; from the Hippodrome, including the famous four gilded- 
bronze horses which, like many other antique statues, had been collected for the 
emperors and brought to Constantinople for public display; and from the treasuries 


of the churches of the city where relics of the saints were kept in gold and silver 


THE ART OF BYZANTIUM 440 





promoted by the [ቨር Cardinal Bessarion (eat.259), was never accepted by the 
clergy and people of Constantinople, Formerly Byzantine territories lost to the 
Crusaders, like the islands of Cyprus and Crete, never returned to imperial control, 
but their mixed populations of Orthodox and Catholic sponsored а new form of the 
icon that combined traditional Byzantine forms with the greater naturalism of the 
Italian. Renaissance. [ከር most prolific of artists in Crete was Angelos Akotantos 
(cats 238, 239). His work brings out one of the most conspicuous changes in the 
history of the icon: the artist's readiness to sign his work. Up to the twelfth century, 
Byzantine icons are anonymous productions of undocumented artists, but from 
that century onwards artists began to sign their paintings." Angelos is known from 
several signed works and from the evidence of his will of 1436, which records the 
paintings in his workshop and his wish that his materials be inherited by his 
(unborn) son. 

This diferent world in which we can begin to identify artists and their interests 
coimcides (Бу chance) with the end of Byzantium. The history of art is most familiar 
as a scientific discipline when art can be matched with из artists as known 
personalities.” The challenge of Byzantium is to read its art without the anecdotal 
help of the lives of its artists, and with texts which delight to tease rather than edify. 
Е መሪ | When Photios in 864 wrote a homily to inaugurate а church, he praised the mosaic 

Ч HES Су ДА Hoor in these words: “The pavement, which has been fashioned into the forms of 
қарғы س‎ Ta e 


animals and other shapes by means of variegated tesserae, exhibits the marvellous 


skill of the craftsmen, so that the famous Phetdias aned Parrhasios and Praxiteles and 


ІШЕ እ! 
а | HE ibt ыз ' ІБ: ብ 
ШИ کا لان‎ e ка EH | 


Zeuxis are proved in truth to have been mere children in their art and makers of 
hgments.''" [f we stand in front of such a mosaic floor as that [rom Thebes (cat. 8), 
we might remember that a Byzantine like Photios would have used it as ап 
opportunity to show off his learning. That tells us a lot about Byzantine 
intellectuals and their mindset, but less about how the artist, the patron and 

the Byzantine public thought about their art. 





Fig. 10 reliquaries. Yet the final centuries of Byzantium produced a multitude of new works, 
The richly decorated 
facade of the Basilica ۱ 
of San Marco, Venice. But one senses that, in this final period, a continual watch was being kept on 
Modern copies of 
the four antique 


micromosaics and icons in particular, 


surrounding, rival cultures. Some of these societies accepted Orthodoxy, 85 in the 





gilded-bronze horses 
carried а from 
Constantinople can 

Бе seen above the 
central portal (the 
originals are preserved 
from the pigeons 
inside the building! 


Balkans and the Russian lands, but these too were a potential threat to Byzantium, 
for in emulating and reproducing its visual language (as in the Gospels of Ivan 
Alexander [cat. 287]), they were posturing as future successors to Constantinople; 
indeed, in due course Moscow was to be claimed as a third Rome. Equally ዘ was 
impossible not to fear the ever-closer encroachment of the Ottoman Turks (whose 
art, too, partly appropriated Byzantine ideas and techniques), and, even though the 
emperors went to the West to ask for help against Islam, the proposed union of the 


churches of East and West declared at the Council of Florence in 1439, much 
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HE BEGINNING OF BYZANTINE ART 
must be dated to the vear 390 when 
Constantine maugurated a пем 
capital of the Roman Empire on 
the ancient city of Byzantium, renaming it 
Constantinople after himself! This city, 
mistress ol the medieval world until its Fall in 
1453, has been largely supplanted by modern 
Istanbul. The great porphyry column that 
carried the emperor's statue in the centre of 
Constantinople’s unprecedented circular forum 
still stands, but the statue and the two-storey 
colonnade that surrounded it with а collection 
of antique sculptures are all missing, Grand 
colonnaded avenues crossed the city, punctuated 
by plazas with statues that proclaimed the 
dynasty which Constantine hoped го found, 
including his mother Helena in the Augustaeum 
and his four sons in the Philadelpheion. The 
figures of his sons, carved in porphyry, were 
carried ой to Venice, where they stand at the 
entrance of the Doge's Palace, embracing one 
another and clutching their swords. 

However, the most extensive surviving 
decorative elements in the new city are the 
mosaics of the Termae Constantinianae, 
actually erected by Constantine's son Constantios 
(337—61), which were removed to the Istanbul | 
Archacological Museum from their site beneath 
Istanbul’s present town-hall (fig. 11).* Scenes of 
Ше hunt, the wealth of the earth and joyous 
Dionysiac imagery in rich frames testify to the 
copious inheritance of antique art by the artists 
of the new capital. But none of it 15 Christian. 
The population of the city, newly arrived 
immigrants from all over the empire, brought 
with them their old pre-Christian cults and 
culture, including a rich repertoire of Classical 
imagery that formed the first nucleus of 
Byzantine art. 

The first beginnings of Christian art, however, 
antedate the founding of Constantinople. The 
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growih ol Christianity was very gradual, 
صا‎ 1:05 pt, the only province where one can 
trace the numbers, Christians mace up less than 
20 percent (4 the population when the Chureh 
was Hirst recognised in Constantine's decree of 
дер by the middle of the fourth century this 

had risen to 50 per cent, and by the beginning 
о the following century risen again, to over 80 
per cent? One can imagine а parallel growth 

in other centres ol the empire, faster or slower 
іп cdillerent regions, The Roman aclministration 
at first regarded Christians as a troublesome 
offshoot of Judaism, which they suspected of 
atheism and conspiracy, and intermittently 
persecuted for disloyalty, Systematic persecution 
was instituted by Decius (240 = з) and Valerian 
(253-60), who arrested the clergy and set up 
commissions requiring citizens to sacrifice to the 
traditional gods. But Gallienus (260-68) restored 
Christian properties and civil rights and a truce 
ensucd for some 4o years, during which the 
Church experienced unparalleled growth, It is 
in the course of this ‘Little Peace’ that Christian 
art makes its first substantial appearance in the 
catacomb pamtings of Rome which peak in 
these decades. 

Unlike the grand imperial commissions that 
accompanied the founding of Constantinople, 
this was a popular art that owed its existence 
to the patronage of a Christian middle class 
wealthy enough to afford the services of 
professional excavators who carved the 
elaborate network of galleries into the volcanic 
stone, and skilled painters who developed a 
repertoire of Christian imagery. Significantly, 
this development took place without discussion 
or debate, images being customary with burial in 
Late Antiquity. The catacombs belonged to the 
Church and the clergy were buried there with 
the laity, implving that there was general 
acceptance of images in both lay and 
ecclesiastical circles, 





‘(Christian art is by definition religious 
im sulpectemabter amd in purpose. Ir belongs 
илч дэнс to the religious realm and its rise must 
be traced in the religions Ше of the Late Antique 
world. | езү the popular perception that 
Christianity overthrew the ancient cults, а 
sharp decline in the officially sponsored ancient 
religions had already occurred in the second and 
third centuries. The Jews lost their temple in the 
Sack of Jerusalem by Titus in ap 76 and with it 
their ancient priesthood came to an abrupt end. 
The ancient priesthood ol Egypt came toa 
similar if less abrupt end with the cessation of 
eovernment funding. For thousands of years the 
pharaohs had recorded their construction and 
dedicanon of temples, and Roman emperors did 


the same in Egypt, but at a rapidly declining 





rate, virtually ceasing with Antoninus Pius 

118 б. By the mid-third century most temples 
had Fallen into disuse and priests disappear from 
documents. The decline of temple worship, 
however, did not ental the abandonment of 
relimon itself but its privatisation.” In Egypt this 
is traceable in а multiplicity of domestic shrines 
in the Fayum, where the traditional cults were 
carried out in more intimate circumstances, 
Altars for incense are found and vessels for 
purification rites and libations, while images 

of the traditional gods appear in wall paintings 
in niches or on smaller portable objects in 
terracotta or panel paintings that served as votive 
offerings. At the same time, prior to Constantine, 
Christian worship was also carried on in 


domestic chapels or house-churches, which, 
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Marble, Інісін 1160 cm 


Tm 1 «11 41 hob shrine m CNC [:111()[] aol a 
cure, соййпиеф mito 6 713 111110 [he shrine 
ol Isis at Moenoontliis cutsice ۳۰٣01 Was д 
lavo amid pla e phu TIT: ) 1 ана ( ‘iristians 
continied the practice there, where eventually 
Cyril of Alexandria installed the relies of Saints 
Cyrus amd John im 484. Mam practices 
surrounding Dural were also continuous, In 

the Greco-Roman world burial was commonly 


accompanied by mvocanon ol the mods, who 


were reearcded аз controlling the next world, such 


as Dionysos, Heracles and Demeter. Dionysos, 
besides being the god of fertility, as celebrated by 
his worshippers, the mosaic satyrs and maenads 
inthe baths of Constantinople, was also 
protector of the dead and guide of souls to a 
happier life. His popularity in Roman art 
continued into the earliest Christian funerary 
Imagery, with vines and fruit, personifications of 
seasons, and putti harvesting and crushing grapes 


са, 9.1). Such imagery was regarded as equally 





al alus slice ol death’. M the same time hie 


lien retains trices (1 his pagan antecedents in 
۹ isha [act ИТЕ иг Пан that resemble 
closely the youthful Dionysos and in the [በነኣኽ- 
„ци cloak of his revelries, which he wears in the 
Athens example (Wig. 12), The Good Shepherd 
ws seon surrounded in the catacombs of Rome 
as well as, somewlhiar later, in the tombs of 
Phessaloniki with an ever-expanding repertoire 
ol subjects [rom the Old and New Testaments 
employed in staccato, emblematic fashion to 
evoke stories of deliverance. Jonah and the 
Whale, Susanna and the Elders (eat.g.2), and 

[ከሁ miraculous cures of Christ are typical, The 
images carried an implied prayer for similar 
deliverance of the deceased, 

The production of elegant marble sarcophagi 
in Rome is Ше most copious document of the 
development of Early Christian iconography. 
Nearly 1,000 examples survive, reaching a peak 
in the late fourth century. Made of expensive 


marble from Carrara or Greece, they cost 


Christian, they developed in the period after 
Constantine an exclusively biblical iconography, 
carved in Christan workshops. The careers of 
\braham, Moses, Jonah and Daniel were 
especially popular anel New Testament themes 
were less common. In the second half of the 
fourth century, however, scenes of Christ's 
miracles came to prevail (Ве, 14). Towards the 
спа of the 4 entury more ambitious works were 
introduced in formal architectural framings, 
organised aroun« convereing compositions that 
covered the entire front of the sarcophagus, with 
twelve Apostles flanking Christ. 

The Enthroned Christ with his Apostles in 
the mosaic of Santa Pudenziana, Rome, is the 
earliest analogous apse composition.’ ላ work of 
the second decade of the fifth century, it 15 a 
landmark in the history of art (fig. 14). The apse 
ol a church provided the largest unified space 
avallable to an artist (8.8 metres across at Santa 
Pudenziana). To meet this challenge, a new 


medium was invented, namely mural mosaic. 


appropriate ш the mosaics of the втапа Fig. 13 


Miracles of Christ 
flanking Susanna and 
the Elders on the 
“Trees Sarcophagus’, 


hundreds of times the expense ol simple In Greco-Roman art, mosaic had been а 


mausoleum of Constantine’s daughter in Rome 
; : interment, and were imtended for clientele of mechum of floor decoration. When liberated 
or the painted catacomb tombs of more modest terae 
و ۱ ۱ و‎ the highest social standing, such as the example from the scuffing of feet, the mosaic could 
citizens. Heracles was also common in Roman ጋ 5 z P ۱ : 5 ЯН я 
сувилгаа Мона made in 359 for Junius Bassus, the prefect of the include a wider range of гасе materials: с.збо, Marble, 
mortuary iconography, for he slew the many- 5 ы | ۱ к 5 бо x 140 cm 
ER | city. At first produced in pagan workshops with coloured glass cubes of saturated red and deep 
headed Cerberus that guarded the netherworld. ; ; 


Мінсе 4 ерагаетаетгай Artes 








His figure is frequently found carrying the 


offering table in tombs. Christians used the same 


judging from the Roman walled city of Dura 


Europos, ¢.250, were also decorated with images. offering tables, but, instead of Heracles, the 


Christian theologians emphasised how they supporting figure is the Good Shepherd (саг. 3). 
differed in belief and morality from their The introduction of the Good Shepherd 
neighbours, whom they referred to as Gentiles marks the first step in a decisively Chnstian 
or pagans, but in fact there were many areas of iconography. The figure is ubiquitous, appearing 
continuity in religious practice and observance. from Britain to Syria, from mural decoration to 
For example, seasonal festivals such as the terracotta lamps. He ts a hgure with many 
celebration of the rising of the Nile in Egypt or values. Christ identified himself as the Good 
the spring planting festival in Rome, called the Shepherd who goes in search of the stray and 
Robigalia, were continued into Christian times lays clown his life for his sheep (Luke ХУ, 377: 
John X, 16-18), and Psalm XXIII makes him 


into а kind of psychopompus like Dionysos ог 


on the very same dates. St Shenoute was invoked 
to make the Nile flood. Similarly, the practice of 


‘incubation’, by which a sick person might spend Heracles, guiding the soul through “the valley 


THE BEGINNINGS OF CHRISTIAN ART 





а пихей гапис of subjects both pagan and 


ZU 


сайте E СА 


= 


т лъч ва ECT 


blue, iridescent fragments of mother-ol-pearl, inique, Arles 


ግ 
M 

! 
ч 
ኮብ 
= 
=~ 
ны 





THE BEGINNINGS OF CHRISTIAN ART 





Fig: 14 
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gold and silver foil sandwiched іп glass. This 
introduced a radically new aesthetic. Religioushs 
loo И was a very new kind ol Image, lor it was 


a grand culuc icon, that is а non-narrative 


painting meant for direct veneration. By contrast, 


cemetery art was rarely seen; one visited the 
tombs only on the anniversanes of the deceased, 
and the images were intended [6 tell a story 
rather than to be objec is of devotion, But 

placed at the end of the nave before the staring 
gaze of the faithful, the mosaic of Christ at Santa 
Pudenziana was offered for direct veneration, 
and Christ was given the full beard and long hair 
that had been used to distinguish Jupiter from 


the other gods. 


CHRISTIAN ART 


1 he veneration of images sprang 
directly from the votive use of images in the 
Greco-Roman world; in the ancient world 
communication with divinity always involved 
images. The explanation lor the practice is seen 
Im the үп прооп that Christ holds in [115 book, 
which reads in Latin, "Fhe Lord who preserved 
unharmed the church of Pudenziana’. The title 
preserver, or cogseraltor, was used in Roman 
dedicatory inseriptions thanking the gods, or 
sometimes the emperor, for their protection; the 
making of the Pudenziana mosaic image was 
therefore an offering in thanks for deliverance, 
very probably referring to the ا‎ salety 
during the Sack of Rome by the Visigoths under 


Maie in үн» This kind of practice, kriown ав 
е votive ollering OF images, was Conlon plies 
i Пе Cure Komi ман 1 amd was ШЕЛЕГІН 
831 41 Lari зі! if thie artisti енш поп. * 
Mobilier om Па received a сікіс honour. а 
vutarv ini the games, or a cure, one ۱ to 
express OC ۷ itin to the рум 1%, anc this 
was done most commonly by having ан maus 
тас! al the ecu EE whom ()11[" MUS addressing 
thanks. A large portion (4 the artisti production 
ob the ancient world sprang from such à 
ишиг е Ам ғара 18 Athens, fey 

i xample, was crowded with hundreds of votive 
мани, In Roman times wooden panel ранги, 
Ihat is O say icons in the art 75 use ol 
ihe term, came to be used in this context as 

well, as is documented frequently in Pompeian 
painting and in the sui vival ol a large corpus 

of pre-Christian icons из Egypt (fig. 15. One 

must infer that the Christian use of toons 

was conunuous With this ancient use, as the 
construction and compositions ol Early Christian 
icons echo them pre-Chiristian antececerts. 
When Bishop Eusebios of Caesarea in Palestine 
describes seeing icons of Christ, Peter and Paul, 
they must have been common in private 
domestic use: but he felt that thes should not 

be used im the new public church buildings that 
were appearing everywhere in tlie 4208 and 3305. 
However, icons became very popular and 

within a ССПІМГҮ they decorated churches all 


over the Mediterranean. 
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From Constantine 
to Iconoclasm 
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ol Christ inte 
Jerusalem, preceded 
by an angel, 1 
Mediterranean, sixth 
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diameter 3.44 ст 
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፪ не CONVERSION OF CIONSTANTINI 
in the carly fourth century led to a 


стадия! replacement of paganism by 





Christianity in the official life of the 
Roman Empire. The emperor became cut oll 
[rom the old pantheon of deities, and placed 
instead in a close relationship with the Christian 


god. Addressing the sixili-century emperor 


Justinian, the court poet Paul the Silentan 


declared: ‘We know Christ is the Lord, we know 


it completely ... Whence you have Him present 


as a colleague in your actions, whether vou Їгатс 


laws, whether vou found cities, whether you 
build churches, or whether vou set arms im 
motion, should that be necessary ... whence 
victory attaches to your labours, like а sign." 

V he successful ruler was always partnered by 
Christ. In art, this association was expressed by 
а shared imagery derived from imperial rituals, 
as can be seen in the adrenins, the venerable 
ceremony which welcomed the arrival ol a 
dignitary, especially а triumphant emperor into 
а city.” А gold medallion from Constanunople 


cat. 20 depicts an петия of Justinian, who rides 


in full armour behind a personification of Victory 


holding a Tri phy. Beside the mounted сіпретог 





bb FROM CONSTANTINE ТО ICONDOCGLASM 


COI ae 


shines а маг, an old svinbol of the adven ial 
à ruler. According to Menander, the author 
of a idurd-century manual for orators Ороз 
aulic speeches, а rhetonician had to welcome an 
emperor аз а stat from on high! Byzantine 
portrayals of the Entry of Christ Into Jerusalem 
echoed the подета af an emperor, іп spite 


Of the 
Gospel account ol the event, which subverted the 
official ceremony by having Christ ride on an 
ass,! Even on а humble object, such as a sixth. 
century pilgrim token (fig. 10), the triumph of 
Christ 15 resonant of imperial art. The Image 
impressed 11110) the clay Чери ба wingec ange] 
leading Christ's mount, just as а winged Victory 
goes before Justinian’s horse on the gold 
medallion.? 

In Early Byzantine art, the emperor and 
Christ shared not only the same ceremonials, 
hut also the settings in which the rituals took 
place. A good example of this phenomenon is 
a sixth-century ivory now in the British Museum, 
London, which depicts an angel framed by an 
arch and standing at the top of a flight of steps 
cat. 21), Originally, this ivory formed the right 
half of a diptych, whose left panel is now missing. 
The position of the angel at the top of the stairs 
has a parallel in the carvings of the base beneath 
the obelisk set up by Emperor Theodosios I in 
the Hippodrome of Constantinople (fig. 17). Here 
two officials can be seen standing on the steps 
that lead up to the imperial box, which was 
called the kathisma, ላ set of instructions for the 
attendance of the emperor at the chariot races, 
later incorporated into the tenth-century Book of 
Ceremonies of the Byzantine court, helps to explain 
the role of these attendants." According to the 
Book of Ceremonies, before the start of the races 
the emperor was to take his place on the throne 
in the kathisma. An official named the praepositos 
was to station himself at the top of the stairs 
leading to the box, so that he could call upon 


the patricians to mount the steps and make 





aberanee to the enthroned emperor. After the 


patri inns Най pone down the stairs again. the 


теті itl Ше hop nl the stel ку WIS 10) IVT 


them another sign. so ІІ Lies сонс ا‎ bo their 
places on the benches and watch the races.’ 
[wo other passages in the Seok of Ceremonies 

describe the promotion of a courtier to the office 
ol тавган, One set of directions explains ከርካ 
the emperor м ill make а sign to the preeposiios, 
who will then approach him and tell him the 
name of the candidate to be promoted." The 
eecond set of instructions stipulates that the 
praepositos will lead the candidate чо the feet 
of the emperors’, who will be enthroned at the 
top of a [light of porphyry steps.” We see, then, 
that the angel portrayed in the ivory assumes 
the role of a palace official whose job it 8 to 
guide a candidate up the steps and into the 
presence of the ruler, who is, in this case, Christ. 
An inscription carved above the angel makes his 
role more explicit, It may be translated: ‘Receive 
the suppliant before you, despite his sinfulness.' 
Thus the angel, like the praepositos in the earthly 
palace, is announcing to Christ the suppliant 
who will climb the stairs to his promotion in the 
palace of heaven. In the case of the ivory, we will 
never know who that person was, but, as ivory 
diptychs were associated with the élite, he must 
have been a man of very high status, possibly the 
emperor himself. In all likelihood, the individual 
mentioned in the inscription was depicted on 
the missing left-hand wing of the diptych. 

Just as the court of Christ was perceived 
as being similar to that of the emperor, and 
vice versa, so also the empress and the Virgin 
reflected each other in art. In the Byzantine 
palace, there was a court of women, consisting 
of the empress and the wives and widows of 
prominent officials, just as there was a court of 
men. Each court had its own set of ceremonies, 
the one parallel to the other, There was, for 
example, eventually an adventus ritual for the 





arrival of an imperial Вапсее at Constantinople, Fig. 17 
Ihe Їзахс ol 
the obelisk of 


Theodosios, Istanbul, 


in which the women of the court went outside 
the city to welcome their future empress. 
showing sanding 


When the Empress аррға гей in State. she ኒኒ کو‎ ረጂ 
1 officials on the steps ol 


surrounded by many of the same trappings of the imperial box, 390 
power as her husband.'^ An ivory relief of the 
sixth century (cat.24) portrays a bejewelled 
empress enthroned beneath a domed canopy 
held up by four columns and screened by 
curtains. A similar canopy is described by 
the court poet Corippus in his account of the 
accession of Justin II (565 - 78) after the death 
of Justinian; it covered the throne of the emperor 
in the Great Consistory, a hall of the palace used 
Гог the reception of foreign embassies.'' Thus the 
empress in the ivory is on display as the focal 
point of a reception in the palace, revealed 
to her visitors in all of her splendour by the 
parting of the curtains. 

Another reception is portrayed on a sixth- 
century ivory now in the Bntish Museum, which 
depicts the Adoration of the Маш (cat.22), The 
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three Magi approach the Virgin and Child 

as foreign ambassadors, Their costumes, short 
mantles worn over long trousers and soft, 
pointed caps, are Persian. Their gestures derive 
from imperial ceremonial: each uses a fold of his 
mantle to drape his hands as he offers his tribute 
to the Virgin and Child. They are introduced to 
the enthroned pair by ап angel holding a long 
stall with а jewel-studded cross at its пр. This 
angel replaces the osZ/aros, a palace official 
attested from the sixth century, who, according 
to the Book of Ceremonies, introduced ambassadors 
al receptions, Like the angel in the ivory, the 
охїапох carried a staff adorned with precious 
stones," Finally, we may note that the Virgin 

is not sitting in a simple house, but enthroned 

as ап empress under an arched canopy carried 
on columns. 

The Virgin reappears in a palatial setting 
on a later ivory which depicts the Annunciation 
(cat.23). In this carving, the Virgin has just risen 
[rom her throne, and is standing on its jewelled 
platform to receive Gabricl's message. Behind 
her is an elaborate building with a facade like 
that of a Classical temple, with ornate columns 
and capitals supporting a triangular pediment. 
This building probably represents the Virgin's 
house, which is here again portrayed as a palace. 
The location of the Annunciation outside the 
Virgin's house, and not, as the Gospel suggests, 
within it, proves the veracity of Christ's 
miraculous incarnation. The conception takes 
place out in the open view, not hidden in the 
inner quarters of the dwelling, where it might 
have been suspect. 

In addition to portrayals of the emperor and 
empress, the Byzantines also made portraits of 
those holding office lower down the hierarchy, 
especially the consuls. During the fifth and early 
sixth centuries the consuls issued ivory diptychs 
to celebrate their accession to office. The last of 
these diptychs was commissioned by Basilius, 


who was consul im 541 (catis from l'lorence; 


The better-preserved leal of his diptych is divide 
horizontally into two unequal parts. In the upper 
zone we see the consul, who holds in his right 

hand the white handkerchief, or mappa, which he 


will threw ах a signal to start the eames in the 








circus ዘበ honour ol his accession. Below, the 
charioteers race around the posts that mark the 
ends of the course, 

In some consular diptychs we find an 
additional third zone added to the top of the 
composition. For example, the diptych of 
Clementinus, issued in Constantinople in 519, 
shows the consul in the centre, dressed іп his 









official robes and holding the mappa (cat. 13). 
Beneath his feet two slaves in short tunics pour 
out the largesse distributed by the consul at the 
games — coins, pieces of silver plate and palm 
[ronds for the victors, At the top two medallions 
containing busts of the reigning emperor and 
empress, Anastasios and Ariadne, complete the 
hierarchy. Later Byzantine portraits of the saints 
expressed the straufication of the heavenly court 
in a similar жау." A sixth- or seventh-century 
painted icon of Saints Sergios and Bacchos 
portrays the pair beneath a medallion 
containing the bust of Christ (cat. 19). In 

their earthly lives, Sergios and Bacchos had 
been members of the palace guard, before their 
imperial master, Maximian, martyred them for 
their faith. The golden torques around their 
necks mark them as members of an élite unit. 
According to their legend, the two soldiers 

were stripped of their torques when they were 
deprived of their military rank, Now, in the. 
court of heaven, they wear them again аз 
servants of their true master, Christ. 

In the works of art that we have been 
considering, dating from the sixth and seventh 
centuries, the earthly and the heavenly courts 
mirrored each other. Even if the one court was | 
not an exact reflection of the other, they certainly. 


Javed! the sume sense of order, with similar 
‘ol da 


hierarchies, settings and ceremonials, With the 
advent of iconoclasm in the eighth century, the 
mirror маз shattered. Ostensibly, from 730 until 
81ጉ with only one brief hiatus, the Byzantines 
were forbidden to venerate religious images, 
The reasons Гог this change of attitude were 
complex, but undoubtedly the sudden success 
of the Arabs had much to do with it. During 
ilie seventh century the Arabs steadily 
advanced at the expense of the Byzantine 
Empire, conquering Syria, Egypt and North 
Africa. They penetrated deep into Anatolia, 

and laid siege to Constantinople itself three 
times = the last occasion being during the 

reign of Leo Ш, the emperor responsible for 
introducing iconoclasm. The rise of the cult 

of icons in Byzantium had always caused some 
unease, as it appeared to contravene the Second 
Commandment against the worship of graven 
images.” Because the Arabs, following their 
Muslim faith, banned all representations of 
living creatures from their places of worship, 
their victories must have raised new concerns 
among the Byzantines about the role of images. 
in their own lives and worship. Was God not 
punishing the Byzantines for their idolatry by 
favouring the Arabs? 

In addition to the fear generated by Arab 
advances, Christian icons were overshadowed 
by another set of anxienes, which concerned the 
unorthodox use of images. A seventh-century 
bowl found on the island of Cyprus, which bears 
the image of an unidentified saint, illustrates 
some of these concerns (cat.45). As the man in 
the dish wears a torque, he may be Sergios or 
Bacchos. Originally there was probably another 
bowl with the companion saint, so that the 
two vessels formed a set. It is probable that 
the bowl was manufactured for domestic use.'® 
А collection of miracles of the Egyptian saint 
Menas recounts how a citizen of Alexandria 


ordered a silversmith to produce a plate 
engraved with the name of the saint, from 

which he subsequently took his meals. After 

he had eaten, his slave washed the plate in the 
water of a lake," Опе may imagine that the bowl 
Їтот Cyprus could have been put to similarly 
mundane uses, so that the purpose of the saint's 
image was not to receive veneration, but to 
provide a blessing for the owner's meals. By the 
seventh century other houschold items, such as 
jewellery and clothing, were also being decorated 
with depictions of saints. Here again, the role 

of these images, which were often anonymous, 
was not to be the focus of legitimate worship, 


Fig, 18 

Folio ади of the 
Khludov ۲ 
(cat, 5o), with the Bas 
iconoclast council of 
awash with blood, 
ninth century. 
Tempera, cinnabar, 
golden painting 

and ink on vellum, 
и) x 15 cm 
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Fig. 19 
The ‘Daviel Casket’, 


end of ninth century, 


Ivory, 16.1 «8.4 
x 10.3 cm 


Гато Venezia, Romr 
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BOUT THE YEAR 1075 а mysterious 
individual named Rekaumenos, 


who seems to have been а highly 





placed military governor, 
counselled his peers: 

If someone revolts and proclaims himself emperor, 
do not support his scheme but stand aloof from him 
22 Preserve fealty to the emperor in Constantinople 
and vou won't fail in your expectations ... 1 beseech 
you ,.. to side with the emperor and to keep serving 
him, since the emperor w ho has his court in 


Constantinople must always win.’ 


More than a moralising plea for loyalty, this 
piece of advice implies that the reader might 
take the opposite course and move against 
the emperor — a possibility frequently realised 
in the long history of Byzantine conspiracy 
and usurpation. Both fealty and expectations 
characterise the nature of those objects that 
we have, works of art that in one way or 
another may be associated with the Byzantine 
court as things emanating from, or presented in, 
this milieu. As against the long-lost physical 
environment and decoration of the Great Palace, 
these things still speak of the pretensions and 
ambitions of those who made use of them. 

The offering and reception of gifts (and 
titles), and broad suspicion as to the motives 


underlying such gestures, play a sizeable part 


TEE 





in the counsels of IKekaumenos. Both strategi 

. i s Cx 
also figure in the mid-tenihi-century works kn 

| ۱ Шыны 

i ldministration af 
(he Empire, compilations attributed to Constant; м 

Мапуде 


as the Book of Ceremonies and On the 


VII Porphyrogennetos (sole rule 945 - 50), 

In these texts и is obvious what is offered and 

what is received, but in many cases where we 

have only an object unaccompanied by such 

specifications, itis difficult to know whether it 

was a present from or to the emperor, If jt js 

clear that the so-called David Casket in the 

Palazzo Venezia in Rome (Пе. 16) was given to 

Ше sovereign (апа his spouse) = the Inscription 

on the lid, above an image of Christ blessing 

them and the donors saluting this event, spec : 

of the ‘couple of servants [who] adore as they | 

should, the imperial couple" = it is far from | 

certain whether a dismembered object like 

the leaf showing Constantine the Great? and 

probably alluding to his tenth-century successor 

denotes his demonstration of piety before the 

lost central member of a triptych presented by 

him or a gift to him celebrating this attitude. | 
Such problems are inherent іп many 

instances of this sort and telling in the ambiguity 

they present since they attest to values ideally ! 

shared Бу the ruler and his court. In other words, 

it is less important whether a piece originated at | 

Ше emperor's or an aristocrat's behest than that 

both parties to the artistic transaction partici- 

pated in a common ideology. Central to this 

body of thought was the ruler's well-being, for on 

this depended that of the empire over which he | 

ruled. His longevity, divinely protected physical 

health and ability to defeat his enemies were seen 

as concomitants. These beliefs are linked on ап 

ivory diptych, the two parts of which are now 

divided. On the leaf in Venice (cat.75), as on 

another in Dresden," SS. John the Theologian 

and Paul are said in the epigram at the top to 

protect an emperor Constantine - almost 


certainly Constantine VII = from harm, while 


he partie) ol (ከር Venice leaf, now in Vicnna 
(m 
1.74), ግ* Andrew and Peter are described as 
(сам. 
absolving | 
\ndrew’s pacific, oratorical stance 


ium [rom ከኮ sims, [1 15 interesting to 


compare 


all the Eures arc 
with the role assigned to him in the 


depicted n philosophers’ 


garb "engan ы 
| ок On the ء۷۷۷٣‎ of the Empire, іп which 
H " 


(сопы 04+ attributes a victory over the Slavs 
CMS te 


(6 the intervention of ‘the invincible and 
o tU 


inconquerable warrior and captain and marshal, 
1 t 

the triumphant and victorious first-called apostle 
Andrew . 
اورپ‎ that this multi-talented saint was 
5 ғ | 


The difference is explained by the 


called upon to play in Ше mid-tenth century, 

A similar complementanty appears when the 
‘conography and inscriptions on a triptych, again 
in the Palazzo Venezia, are considered (fig. 20). 
On its left wing the legend declares that, with 
the help of the four martyrs depicted, the ruler 
‘again, most likely Constantine VII) puts his 
enemies to Hight - 8 sentiment repeated half 
a century later in a poem on the page facing 
the portrait of Basil 11 in his Psalter flanked 
by icons of military saints (бр. 5), where the 
martyrs shown are described as his ‘allies’. 

But the epigram on the triptych’s central 
member relates Christ's instructions to Mary 
and John the Baptist, the intercessors lor 
humankind, to release Constantine from all 
illness, even as He subjects all powers to his 
earthly representative." 

In the inscription on the left wing the 
emperor is credited with the carving of the 
martyrs, а familiar topos in which the sponsor 
ol à work is understood to have been its 
maker, Constantine, indeed, is described in a 
contemporary text as an artist in his own right 
and as the ‘corrector’ of other craftsmen.’ Yet, 
even if these skills are mythical, the object as a 
whole encapsulates the way in which Christian 
imagery was turned to the benefit of the 
emperor, This is so in the case of a chalice 





in Venice* — possibly looted by the Latins from 


the Great Palace or the Church of 5t Sophia - 
on the foot of which divine aid 15 invoked for an 
emperor Romanos. And on the even more richly 
gem-studded cross-reliquary at Limburg an der 
ahn,” sponsored by Basil the proedros (a high- 
ranking civilian dignity), an inscription on the 
frame asserts that, with the help of the Cross, 
Constantine (VIT) and Romanos (I or ID crush 
the barbarians as Christ shattered the gates of 
Hell. Appropriations of this sort are rile on works 
from the ninth through the twelfth century and, 
particularly during Constantine’s sole reign, 
occur on icons in a variety of materials. He 
masquerades as the first emperor of that name, 
crowned by Christ, in the pose used to depict 
the Prodromos (Forerunner) as he baptised 
Christ in the Jordan," on a well-known ivory 
plaque in Moscow (cat.68); and in the guise of 
King Abgar receiving the Mandylion on a wood 
panel at Mount Sinai.’ Repeatedly, аз we shall 
sce, he appears as David in the Paris Psalter 
(саг. бо). But the exploitation of analogies to 


Fir. 20 

Triptych with Deists 
and saints, rucd-tenth 
century. lwory, 20.8 

x 7,b cm (left wing; 
2.6 = 14.2 ст [central 
plaque); 20.9 х 6.9 cm 


(right wing 


[айз хәт» А ፦ክያኒ A, В: mi 


AT COURT 


113 


Lis. 21 
[тр with 


Cirucilixion and saints, 


тиет ۴۴۱۱٢ 
Ivory, 20.8 x 7.6. cm 
ЇСЇЇ wing), 23.6 x 14.2 
i TT] central plaqua - 
20.0 x б.а cm | nghi 
wine 

Lal dew :1ا‎ 


Пепа нс тайны айг + 


[гаг e. Faris 


Fir, 22 

The sickhed of King 
Hezelaah, folio jy Or 
of the faris Psalter, 
тінімен ٣6 
Tempera 3134] | 
mold on parchment, 
20.3 м 18.1 cm. 
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Judeo-Chinsthin Antiquity was limited neither 
нз the person nor the tine ol Constantine VI 
This rulers mariage to Helena, daughter of | 
his predecessor Romanos I (920-44), lent nes 
impetus te the long-established image of 
Constantine the Great and his mother Helena. 
who were regarded as archetypal defenders of 
the faith. They stand together at the foot of the 
Cross on а magnificent ivory in the Cabinet des 
Médailles, Paris (ከ፪. 21). thus supplementing the 
iraditonal iconography of the Crucifixion 
represented by the Borradaile triptych (cat. 58), 

If size and excellence in carving аге evidence 
of imperial sponsorship, then the triptych in 
Paris is just such a crcation, most likely from 

the reign of Romanos 11 (959-63),'^ 

Besides a repository of ancient ideas, the 
Palace was evidently a storehouse of ancient 
artefacts, both Christian and secular, These 
trophies were brought out in their original state, 
as were the silver ‘lordanes’ plate, the “ато 
and other minsouna of the fourth to sixth 
centuries," Near the sickbed of King Hezekiah 
in the mid-tenth-century Paris Psalter (fig. 29) 
stands а cherniboxeston (washing set) with a ewer 
of filth- or sixth-century type. More often, carly 
materials were incorporated into new creations, 
as in the case of the already-mentioned chalice 
of Romanos, the gadrooned bow! of which is 
a sardonyx vessel of Late Antique, if not Classical, 
origin. New life was similarly given to the massive 
rock crystal known as the *Grotto of the Virgin 
which in Venice, if not earlier in Byzantium, was 
mounted on a base now understood to Бе a votive 
crown of Leo VI (886 - 012: cat.064) and itself an 
artefact in which the emperor is presented as 
isapastalos, the equal of the Apostles and 
Evangelists who surround him. 

Between the ninth and the eleventh century 
the re-employment of ancient hardstones seems 
to have inspired Byzantine craftsmen to exploit 
newly mined materials of this sort. Within this 


” 


[all an agate paten in Танк, into 


pe Гай! 


vli h ‘vals اد‎ 
| аз! Supper 


vessel 5 Ели 


ча central roundel depicting Ше 
а scene especially appropriate to 


harisuc funcion = and [ከር much 


the ы ۲ ፥ 
larger 68-1 example im Vence (cat 0), at 
| arger alahas ; | | 
he hub ol which а hall-length Ghrist who, in the 
the 


“scription around him, “Take, cat, this is my 
1 қ ; А 5 
gives voice Lo the liturgical instruction 


body: А : 
ኒ Orthodox and other priests 10 this 


repeated h 


lav, One or more of these sumptuous utensils 
day. © 


| might well have come from a church or chapel 

| በ Ше Great Palace or from St Sophia: the Hook 
of Ceremonies (1. chapters 1, 9) deseribes how, at 

Pentecost and on other feasts, the emperor laid 

гуд chalices and two patens on the altar of the 

| Great Church. The same text tells repeatedly 
с.т, at ,ا‎ Chapter 15) of crowns, chains, silver 
candelabra, pearl-studded and enamelled book 
covers and other objects brought in from the 
treasury and neighbouring churches to adorn the 
Magnaura and other parts of the palace when 


ambassadors from abroad were received. 


| 
| 
То stress only unique objects in rare 
materials would be to distort the picture of 
gifts offered in the palace and to ignore the 
! circumstances of their circulation. More habitual 
| was the presentation of objects like the small 
silver crosses said in the Ceremonies book 


1, chapters 19, 22) to have been bestowed by 


| 

the emperor on a variety of dignitaries in the 

Church of the Mother of God of the Pharos 

on the feast of St Elijah and other occasions. 
| Such presents are probably exemplified by 
| а small silver cross at Dumbarton Oaks (fig. 23). 
On the obverse, around the bust of Christ, 
appears the plea ‘Lord help Romanos the 
Orthodox emperor', while, on the reverse, the 
Virgin's aid is invoked for “Basil the Despot born 
n the purple’. These nielloed legends make clear 
thàt the rulers in question were Romanos II and 


Basil IT, his son and co-emperor between go 





а! + n.. А КИР, . 
Id 964, What the inscriptions do not tell us 18 


recorded in the Ceremonies book: these silver 

crosses were awarded during the same event 

as the prefect of the treasury and other officials 

offered to the emperor inlaid gold crosses. The 

precious-metal symbols were thus elements in 

a пша of eft exchange, a sacred compact of 

allegiances that could stay the Пих of loyalties 

implicit in the advice of Kekaumenos and all too 

often manifest in the political history of the era, 
Readers of the Book af Ceremonies might 

well come away believing that without pomp 

there was no circumstance, no ritual context 

surrounding and affecting an object that may Fig. 23 

Cross of the Emperors 

Romanes H and Baal 

IT, ባ09-0ዓ. Silver, 


т. | к 5.01 ТТІ. 


reasonably be assumed to have been associated 
with the palace. Yet in many instances it 15 
dificult to identify surviving vestiges of Byzantine 
art with activities of the court, first because this ከር: Beanie бсн. 
text rarely enters into detail about the objects 
that it mentions; and, second, given its deliberate 
focus on ‘public’ events in this setting, because it 
ignores those things that pertain to relationships 
between imperial kinsmen and women, tokens 
exchanged as markers of family solidarity 
the most important, and sometnmes the most 
Hagrantly withdrawn, sort of allegiance, 
One example of such a ‘personal’ gift is a 
little-known cross-reliquary kept in the Church 
of St-Eloi at Eine in Flanders (fig. 24). Its cedar 
obverse, bare except for its gold and enamel 
lips, represented a particle of the True Cross; 
its reverse, sheathed in gold, bears an inscription 
describing this “branch of Eden’ as an offering to 
the Virgin of Мапа, born in the purple’. This 
princess was a daughter of Alexios I Komnenos 
and Empress Irene Doukaina, who presented а 
very similar silver-gilt reliquary (now in Venice)? 
to the Kecharitomene in Constantinople, the 
convent to which both mother and daughter 
retired after the emperor's death in 1118. 
Ostensibly devoid of political content, these 
richly decorated relics proclaimed the piety of 


their donors, even while the epithet ‘purple-born’ 
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The Pans Psalter (cat. 6o), an exe epuionally Classical and Christian virtues celebr Мей in 
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I Ceramics of Everyday Life 


DEMETRA PAPANIKOLA-BAKIRTZI 





Detail of cat. 8; 6 


lig. 25 

This detail of a 
founteenth-century 
wall painting from 


Mystras, Peribleptos, 


shows а dinner in 
progress 


N THE BYZANTINE WORLD, as indeed until 
quite recently, in the daily life of rich and 
poor, laymen and clerics, in the city and in 
the countryside, pottery served basic needs, 
such as storing and transporting goods - primarily 
foodstulls - lighting, and prepanng and serving 
[ood. The pottery presented here belongs mainly 
to the category of tableware, and thus this brief 
introductory essay focuses on these vessels. 

In form and technology, the clay table 
vessels of the Early Byzantine period! are the 
continuation and development of their Roman 
counterparts. The most popular shape 15 the 
shallow plate or bowl, generally of rather large 
dimensions, indicating use as common vessels for 
serving dry rather than liquid food.’ Wine and 
water were drunk from small deep bowls, similar 
in shape to the ancient phos. Closed vases in 
the form of the wine jug (oimochor) are also 
associated with drinking. 

The form and the size of the domestic vessels 
provide valuable information about eating habits 
(fig. 25) and diet in Byzantium, while the way 
Шеу were decorated, аз most were, reveals much 
about artistic fashions, beliefs and prejudices at 
the ume. Ceramic table vessels intended for 
household use could be decorated without the 
need to observe religious constraints amd dictates. 
The decoration on the ceramic table vessels 15 
a good example of secular art aimed at a broad 
spectrum of Byzantine society.’ 

The spread of Christianity is recorded overtly 


in the decoration of the clay domestic vessels of 


the Early Byzantine period. Christian symbols, 
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primarily crosses and Chi-Rho monograms ог 
Christograms, as well as scenes from the Old 
and New Testaments, and figures of «аниа! 
appear as decorative subjects that record the 
need of the faithful to invoke the presence 
and protection of the divine in their home. 

‘The shallow plate and the hemispherical 
bowl are the most common shapes for table 
vessels from the Middle Byzantine period, and 
again are generally of rather large dimensions, 
Size and form continue to indicate that these 
vessels were used as common vessels for serving 
food. However, vessels designed for use by 
individuals, such as beakers and cups, with and 
without handles, also exist." New shapes indicate 
that these vessels had a special purpose. For 
example, за апа or дагана were vessels that had 
a heating device Гог keeping gravy and sauces 
warm at table. The renowned галан was a sauce 
whose main ingredient was fish blood (fig. 26).’ 

The practice of coating vessels with glaze 
was an important development in Byzantine 
tableware. The use of glaze spread gradually 
from the seventh century onwards" and by the 
twelfth, and especially the thirteenth and 
fourteenth centuries, it was commonplace 
throughout the Byzantine world. In addition 
to its primary role of waterproofing the porous 
surface of the clay, glaze also influenced Ше 
way Byzantine table vessels looked, as 1t is shiny, 
brilliant and enhances the decoration. 

With the widespread use of glaze it was 
possible to produce clay vessels that imitated 
metal, thus satisfying, in large part, the persistent 
demand among the emerging middle class for 
objects made of humble materials to resemble 
those made of precious ones. In this context, 
various kinds of decoration developed, such 
as paint, relief and engraving. One variant of 
painted decoration was polychrome,” which was 
executed in vitreous pigments, such as blue, 
green, yellow, white, red and black, Black is used 


ап 


the outlines. ۶٤ decoration was 

D 1 ብ 4 -of white clay оре سم‎ 
applied to vases mace ol мини clay, а pracne 
ated with Constantinople (CAL, 96). Пе 


associ шы. 
polychrome vases overtly imitate vessels made 
from precious materials with gem-studded rim 
and decoration in varicoloured enamels." 

A significant step in the development of 
Byzantine tableware was the use, in the late 
deventh century, of a whitish slip under the 
glaze on vases made of red clay."* Establishment 
of this practice was a decisive factor in the 
development of sgraffito decoration, the par 
excellence decoration of Byzantine ceramics." 
Зста иа decoration, whose name is derived from 
the Italian verb ота аға, Meaning to engrave, 


consists of engraving the slip in such a way as to 


reveal the red colour of the clay body of the vase. 


The incised red lines thus form the decorative 
subject. Byzantine агизапз experimented with 
the whole gamut of хага о and played with 
the presence of colour. On the fme-sgraffito vases 
they executed lacy designs (cat. 85), as well as 
representations of animals (eats 84, 86, g2) and 
human figures. The similarities between these 
representations and those оп metal vessels'* are 
remarkable not only in the affinity of the subjects 
but also in the rendering of details, such as the 
dots and the imbrications in the feld of the 
scenes, On the Corinth vase (cat.87), an example 
of Measles Ware, the fine-sgraffito decoration 18 
enlivened by dots of red slip, while on cat.63 the 
finely engraved decoration is accompanied by 
painted тош in green and purplish brown. 
Vessels decorated with the incised-seraffito 
technique feature not only birds (cat.91) and 
other animals but also scenes with warriors,” 
who are identified as the akrites, the guardian- 
heroes of the Byzantine marchlands, as well 
as musicians and dancers," 
On the vases with сватунесв decoration, 
the slip is excised from the ground of the 
representations so that the figures remain light 





against the dark red clay, in a charming contrast 
between the light and dark surfaces (cats 88, 
94» 93. 

Afier the thirteenth century, the number 
of glazed vessels found in excavations increases, 
pointing to their use by a wider section of the 


population, They are mainly small shallow bowls, 





suitable for individual use and for a chet rich in 


liquid foods, such as broths and soups," The [18. 26 

Зайгато with lid, 
tenth century. Glazed 
ceramic, height 12 cm 


шта Шо decoration of Late Byzantine vases is 
enlivened usually under an overlying orange 


syml ወክ “4 узат 
Алаштан, E Talks. 
ዘወ او‎ a, іі 


transparent glaze (cat.g7) or is vanegated with 
brush strokes of brownish yellow and green 
paint, prepared from oxides of iron and copper 
respectively (cats 93, 258)" Glazed vessels with 
slip-painted decoration are also among the finds 
dating from the thirteenth and fourteenth 
centuries (cat. 80). 

It is noteworthy that the ceramic workshops, 
which were decentralised in this period, began 
to produce works on a wide range of themes." 
The works they created had their own subjects 
and motifs, influenced by local events and 
conditions, This is particularly evident in the 


regions under Latin rule, such as Cyprus, Fig. 27 
whose decorative subie n tl Нэгд алымды Plate, twelfth century. 
ose decorative subjects on the glazed. усззста Silver and gold. 
although they retained the transparent lead diameter 27.5 cm; 
depth 47 ст 


glazes and the ға о decoration of Byzantine 


Chi ер ана ай ibr чалы 
Мена, Ailera 


ceramics - were influenced by the Crusader 
world of the East (cat. 257). Coats 









of arms, knights and 
noblewomen appear 
frequently on Cypriot 
elazed vases of the 
fourteenth and 
fifteenth 
centuries, 
giving their 
owners а sense 
of luxury and 
nobility.” 
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Fig. 28 

Siwa with 
mythological 
decoration, part 
of the Concesti 


treasure, fifth century. 


Silver, height 22.5 cm 
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OME LIFE IN BYZANTIUM MUST 
have differed greatly between the 
wealthy and the poor, both in the 
living space and in the decorative 
possessions and practical utensils. As usual in 
Late Antiquity and the Middle Ages, we know 
far more about the lifestyle of the rich than the 
indigent. Privileged households in Byzantium 
were furnished with vessels in silver and in ivory 
or bone, in addition to those in baser metals, 
glass and pottery. While the silver in the 
exhibition comes from five caches or treasures 
of silver plate ranging in date from the fourth 
to the eleventh or twelfth centuries, the two 
medieval ivory and bone caskets were preserved 
on their own, Each silver treasure, concealed in 
the past for safekeeping and never retrieved by 
its owner, is composed of different types of 
objects which vary by chance of selection and 
survival. The contents of the treasures suggest 
the range of domestic objects available in silver 
in the Byzantine period. 
The earliest piece of silver in the exhibition 
15 the Projecta Casket (cat. 12) from the Esquiline 
treasure of the fourth century, found in Rome. 
This treasure has a wide assortment of silver 
objects — two caskets, small plates and dishes, 
two wash basins, a flask, a ewer, two amphoras, 
spoons, chair ornaments (cat. 10.1—3), horse 
trappings — as well as a silver inlaid bronze 
ewer shaped as a female head, but it lacks larger 
serving plates of the type that appears in other 
treasures. Contemporary with the Projecta 
Casket is the ewer (cat. 114) that belongs to a 
collection of silver found outside the Roman 
Empire, at Traprain in Scotland. This find 
contains more than тоо pieces of Hacksilber, 
namely silver cut into pieces for its bullion value, 
and appears to comprise more than one set of 
looted domestic silver of the late fourth and early 
hfth centuries (five decorated flasks or ewers, 
large plates, at least 50 bowls and basins, goblets 
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and spoons). At the other end of the Late 
Antique period are the Cyprus and Mytilene 
treasures, from which eight plates (cats 30, 31, 
32, 42, 43, 44, 105, 100), hve spoons ‘cats 101, 
102, 107, 108, то) and the handled wash basin 
(cat, 104. are exhibited here. Both treasures 
contain objects with control stamps, dating them 
to the sixth and seventh centuries.’ According to 
these stamps, the Cyprus treasure (nine plates 
illustrating a cycle of David; six serving plates, 
bowl, censer, sets of spoons) was formed between 
578 and 651, while the Mytilene treasure (four 
serving plates, two basins, ewer, lampstand, 
lamp, spoons) was perhaps acquired as a 
complete set some time between 610 and 630. 

Complementing all this Late Antique silver 
are ten plates of the eleventh or twelfth centuries 
(йш. 20) that form part of a treasure of unknown 
provenance, which has recently come to light. 
In contrast to the numerous sets of domestic. 
silver recovered from the earlier period, few 
comparable finds date to medieval Byzantium. 
But objects surviving from both periods suggest 
a continuous tradition of production and use. 
Medieval texts refer to secular silver services used 
in that period, from the imperial palace down.? 

Viewed together, the extant silver reflects the 
diversity of a refined industry and the public 
demand that it served. Despite the elaborate 
decoration of some domestic pieces, some 
localised wear indicates that silver was not just for 
display but put to use.* The plates and spoons 
seen here (cats 42—44, 101, 102, 105-109) were 
argentum escarium, part of a dinner service. The 
medieval plates mentioned above belong to a set 
of ten, eight of which stack together, making 
them highly portable objects suited to а military 
campaign or journey.” The handled basin and the 
ewer (cats 104, 114) may have been used at table 
for hand washing or elsewhere in the household. 
Alternatively, the ewer may have formed part of 
argentum potorium, a drinking service. The 





decoration of the silver casket (cat. 12) shows that 
it was carried to the bath together with other 
items, which include a stula (a bucket), a type 
known elsewhere in silver (fig. 28) and shown 
here in brass (cat.98). The silver appearing here 
is supplemented by two ivory/bone caskets 
(cats 65, 66) from the Middle Byzantine period, 
whose specific use is unknown. These two casket 
types are characterised by flat and sloping lids 
respectively, the former continuing the general 
shape of the Projecta Casket. 
Decorative themes can relate to function 

or reflect the taste or status of the owner. Personal 
monograms appear on silver plates and spoons 
‘cats 43, 99). On all the objects = early and 
medieval = we see a mix of secular and decorative, 
mythological and Christian. Scenes relating to the 
hunt may be mythological or contemporary. 
Some argue that Classical themes reflect the 
owner's traditional (pagan) education (балета). 
Our interpretation of the owner's choice of 
decoration should ideally view each object within 
the broader context of its treasure, Aphrodite / 
Venus and mythical aquatic figures appear on 
both the Projecta Casket and the Мушепе basin, 
linking concepts of beauty, water and the bath. 
The front of the Projecta Casket juxtaposes 
portraits of Venus and the casket's owner, while 
its back shows the owner approaching a bath 
building. On the Мушепе basin, used for 
washing, Aphrodite stands above the head of 
Poseidon. On one of the three medieval plates 
discussed here, the personification of the Sea 
(Thalassa) adorns the centre, Rather than à 
reference го bathing, Thalassa may here allude to 
the titled owner's career (perhaps a naval опе?); 
two matching plates within the treasure portray 
equestrian figures, one military, the other engaged 
in hunting (fig.29), and these are possibly also 
personal references. It is interesting to note that 
the most developed mythological repertory scen 
here is late, being on the ivory Veroli Casket of 





characteristic of Late 


the tenth century (cat.66), while the slightly later 


Duthuit Casket (cat.65) illustrates Heracles among 


scenes of mythical animal combat. Likewise, 
animals appear on the carlier Cyprus treasure 
spoons of the seventh century (cats ror, 102). The 
spoons with panther and lion, seen here, belong 
to a set which would originally have numbered 
twelve, each bearing a different running animal 
(ram, griffin, hare, tiger, stag, bear, horse, boar, 
bull), all of which feature elsewhere in hunting 
or pastoral scenes popular in Late Antiquity, on 
other silver spoons (cats 99, 100) and plates such 
as that with the goatherd (cat. ዓዓ) and the brass 
bucket with hunting scenes (саг. 98). 

The David plates (cats 30, 31, 32) represent 
the most developed use of Old Testament 
iconography on silver, to convey a message that 
is both Christian and political. The Christian 
images on the Traprain ewer (cat. 114) include 
the mix of Old and New Testament scenes 
characteristic of numerous gold glass bowls 
whose inscriptions allude to drinking, pointing 
perhaps to a drinking rather than a washing 
function for the ewer, The cross in the centre of 
the Cyprus and Мушепе plates (cats 42, 44, 105, 
106) relates in its position and form to earlier 
central motifs on serving plates, particularly those 
with monograms which eventually become 
cruciform (cat. 43). Occasionally, mythological 
and Christian images are combined either on the 
same object, as on the Projecta Casket, where 
Venus appears not far from the Chi Rho of the 
dedicatory inscription; or within the same 
treasure, as on the plates (with cross) and 
wash basin (with Aphrodite) of the 
Mytilene treasure (cats 104, 105, 
106) whose control stamps 
indicate that they were made 
and acquired together. Such 


a mix of traditions 15 


Antiquity. 
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proedros, eleventh ог 
twelfth century. Silver, 
diameter 20 cm 


Dn display at the Bennki 


እዚ. Athens 







153 


99 + 


Spoon with 11154 111)11()11 


в 21111111. са NI | 111 
beaten silver. ti [| ис. 1 
1 Сэ] ۲۲۷٢ ہ۲۱‎ 7۴۸۲۸ «нас! 
(пести а І 21 ш П Қ 
11.11 Ї Та! 


TOO 4 


apt won with Паг 1 


115 santi 1511 itis 
нет, їз x 3,3 cr 
Bi. Le 19 ርጡ ስርርር: EN а 3 333 ا تا رہ کا ۹اس ا‎ 1 i 
а eyy coa урт “ሙ= ; гр | | 
2 ээ А ey: — € -= "መባ Е 1 1 i i 


а i - 2‏ ۳ 
E‏ سد فو نو ور کس Бра‏ 


- та ы солат 


IOI. 104 4 


| худ spoons decorati а 


with а panthi гапа а lion 





1 .()1151,011[1110011 ሣሚ ና com 
Wilier, сл 25.5 cm риши 
eneth pa," | i 
| 
| 
[OA + | 
2 ۱ 
wort | 
| tad Ме wr [ГЇ ъъ тик 
111 сай! or hrai ha ШИТ 
ye 486... ты 
رر‎ и 6-0 
ii 1()11፡111፪. 77 ጋ. 
lac 1731ء‎ ТТ 





10) 


Р 


ғ 


| 
104 


1 nal 
Мга 


ка. 
Ё 


Р 
- m^. 


ጹ سس‎ 
1 


rm 
л 


ሎ 


Ч 
- 0: 
ہب ےڈ‎ Ёс 








EVERYDAY LIFI 


WHER 


МЕТА! 


АГ НОМ 


107, 108, 109 


1 hree Spoons 

( 0115111111110131 (но 
Silver, leneth 22 em: 
k neth 25,5 ст; |, neth 24 em 


на ዒ.አህጦጳ sd Cubes 
Т 11171 11 ү Ms 






ШІЛІГІ ДІЛІГІН 





0) 


" 


інн! 


IIO 7 
Bracelet 
Sixth-seventh centuries 


Gold, diameter 5.6 em 


The Hellen Монг of Culture vrantine and 
Chresnan Museen, Mhr, HAM 889 


111 ንየ ei ЛИЯ ال ساسا‎ 


ИЛИН 7 707070 


III Л 
Buckle 


Sixth-seventh centuries 
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а of cat rgo. <- 


DEEPER UNDERSTANDING OF THE 
character of Byzantine goldwork, 


as well as silverwork, is predicated оп 





A. secking the source of its inspiration 
and its roots in Hellenistic art. In such centres 
as Antioch and Alexandria, the Greek language. 
Greek education and Greek art were kept alive 
and cultivated assiduously, even alter Roman 
domination, primarily ІП the leher echelons 
of society, Although the Roman conquerors 
imposed administrative reforms, introduced new 
manners and habits, and applied architectural 
and technical achievements, they continued to 
draw on Greek thought as the characteristics 
af Hellenistic traction апа Ari passed into the 
Early Christian period. 

During the third century, certain 
partcularities appeared in goldwork, in 
response to the demand for luxury during a 
period of severe economic crisis. The opus 
inierrasile or pierced-work ۰/70 technique! 15 
one technically and aesthetically special wavy ol 
combining the necessary economy in the use of 
gold with the desired variety and vitality in the 
lacy surface of the jewellery. Early examples of 
this technique in the third century are mainly 
mounts for coms, either as necklace pendants ог 
pectorals (стана), which feature patterns with 
Greek motifs, such as palmettes, spirals and 
guilloches.* These types of medallions have 
been found over a very wide area, Irom France 
and England to the Eastern Mediterranean, 
revealing the existence of these elements in 
Roman goldwork. 

The medallions of Gonstantine the Great 
(cat. 128), which are representative of the new 
trends in the art of this period, combine the 
heavy style of the late imperial effigies with 
the finely executed pierced-work surface ol 
the mounts, eminently suited to the interplay 
of matter and light, as a substitute for the 


as the Hoxne treasure of Roman gold and silver 
coms, jewellery ancl silverware сарлаг! attest lao 
Ше widespread application of pierced-work 
technique, 

In the Alih and sixth centuries there wasa 
notable development in the techniques applied 
on diverse pieces of jewellery, with more 
imaginative shapes and polychrome decoration 
enriched with precious stones, а product of the 
flourishing trade with the East. At the same 
lime, the subjects used in gold jewellery display 
а wealth of inspiration and a perfection of 
execution, contributing to the remarkably 
mature rendering of each one of these 
important works of art. 

Pieces such as the pair of gold bracelets from 
the Benaki Museum, Athens (cat; 139) herald the 
jew ellen depicted i" the Ravenna MOSAICS, in 
a faithful representation о! popular Гурез (Гит. 30), 
[he wide lunate necklace with pendent stones, 
worn by Theodora, recalls in its shape and 
coloration the necklace with eleven trapezoidal 
plaques forming a crescent (cat. 121). The 
necklace with stone cabochons worn by the 
empress 1s а type that 15 repeated im necklaces 
such as cats 123 and 124 and others. By the 
зате token, the bracelet WOM by xd girl In Ше 
empress's reunue 15 fashioned fram a broad band 
with round catchi-plate, as on certain bracelets 
(сай 1 іо. ШЕ апа 113» (07/11 ከ of which represents 
a characteristic type. Finally, the fibulae that 
hold in place the chitons of the men in Ше 
entourage 611 1" indispensable accessories of the 
uniform of high officials (cat. 134). 

In the period that followed, and until the 
reign of Herakleios, the trend seems to have 
been towards heavier jewellery, such as the gold 
breast-chain in the British Museum (са, 120), in 
which, moreover, the зи ен کا‎ are rencdered with 
particular clarity and, although the workmanship 
is less refined, there is perfect attention to detail. 


Моо of Hellenistic origin continue to have 


-፡ ።ፕ.ፈፎዬ፣፡ ፡”፡ለ፡፡”?ር 


pre: edence in the choices ol decoration, while 
the very wide diffusion of the prevailing types 
ТІ all costs ol the Mediterranean corroborates 
ihe attribution ol inspiration to Constantinople, 
a centre whose influence on the artistic currents 
ol the are radiated [ar anel wide. 

[ከር hoards,” hidden for salekeeping and 
found throughout the Eastern Mediterranean 


scattered from Constantinople, Mersine in 


Russia, Аззїш іп Egypt (cats 121, 127), Lambousa 


በ Cyprus (cats 46, 40, 41, 42, 43, 45), Mytilene 
in Greece (cats 140, 137), or Коте = provide 
useful information. They share common motifs, 
while accompanying finds such as coms and 
silver assay marks give chronological data, 

as well as projecting an exceptional sense 

ol quality and luxury. 

"Towards the end of the seventh century, 
certain types of jewellery were produced on an 
impressive scale. Examples include the 7 
earrings with pierced-work representations of 
confronted birds flanking a cross, a tree or a 
fountain (cats 157, 158). The presence of this 
heraldic and symbolic scence in all artistic genres 


sculpture, painting and diverse minor arts 


а 


| 524 ) Ds 


Р. 


% 


| 5 
E 84%. 
ы ae 
ቺ 8 
d 1 


shows among other things the direct relation 
ol jewellery to great art in the powerful presence 


of Christian symbolisms, 


The Perstan Wars, the destruction of hitherto 
flourishing cities, the Arab conquests, the slump 
in trade ап the turmoil of iconoclasm were all 
contributory factors to the more general crisis 
in art and the consequent recession in jewellery 
production. The absence of finds with traits that 
can he associated with the eighth century and 
the beginning of the ninth underlines the hiatus 
prior to the aseent of the Macedonian dynasty. 
However, the general revival and heyday that 
immediately followed had its effect on jew ellery 


as well. Polychromy was now achieved by 


compositions in enamel. At first, as can be 


seen оп the bracelet from Thessaloniki (cat. 141), 


the penchant for floral decoration with the 


interpolation of birds continued, but theological 
subjects soon held sway almost exclusively and 


jewellery took on the role of amulet (cat. 201), in 


which technique and thematic repertoire follow 
the applications of enamelling in larger works, 
such as Gospel-book covers (cat. 821, Cross- 


reliquaries, chalices or icons.’ In parallel, amulets 
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wiih representations 01 Christ, the Virgin anc 
۲۷۱۴۱1891005 5۳1(5 "ҮСТІ carved in stones, sometimes 
as luxurious pieces ol сме гу, 58011101111105 ая 
lems lor everyday wear (cat. 200 

One exception to the strictly Christian 
(пета repertoire 18 the crown ol Constantine 
Moni 111141 ከ05, оп хн ከ, (15 (1 гурі‹ а! element eol 
the revival of some Hellenistic memory, besides 
ihe i mpresses Zoe and Theodora, two dan ine 
girls and personifications of Truth and Humility 
are represented alongside the emperor, who 
ruled from 1042 to 1055. Together with the 
crown that Emperor Michael ҮП Doukas 
presented as a gilt to King Geza 1 of Hungary, 
which features egies ol both monarchs with 
Christ ancl Archangels, these pieces highlight 
the role play d ba | му ler (1| this Ч alibre 
in Вуғапопе diplomacy 

Mter the tenth century, the use of perced- 
würk tet hmque 10 1 11 the eld зипасе ol 
jewellery was ousted by етее, in which the 
decorative motils are executed in fine twisted 
wire. Filieree combined with granulation 
CaL. 2 72 held SAM ІП Ци ensuing сепитез 
and continued to be applied in post-Byzanune 
٢21110175 in the minor arts хаттар! ኣና [1] 
jewellery with filigree decoration are the earrings 

| 


са. 285) and the bracelets (cats 272 274 гот 


, ағ, 


the Markova Varos hoard, which once again 


bespeak their wide diffusion in the Eastern 
Alediuerranean region. Niello is vet anothes 





decorauve ۲۴۲۴۱1 ۶۹ гат! d 
L4 ۳ 4 1 ij Е 1 1 
Вузхапипе works и 11 ШИН ۱ء‎ primarie 
1 | t 
on silver vessels, гот the i iest Vears. ЇГ ws 
use 301181 ІЗГІЛІТТІ г Га ІШ [11 | ШІН! 1531 
|! | 
"E CIUS OIL CIOSSCS 4111 11111111:15 uch a ле cree 


from Pliska (саг. ነባ 

Alter the Sack of Constantinople in 1204 
detence of the state and politi 4l Пуашлез wer 
the overriding concerns. With the ۴6+ 
ol the capital in 1201 the palace, churches and 
monumentis were renovated and refurbished 
Painting enjoved a new floruit, with distincti 
characteristics. By contrast, important 
Palaiol 01 works in the minor arts Бази 
not survived. Due to the combination of dire 
economic straits and successivi pillaging 


which came in the wake of the sack, it is not 


possible tO [race а CONSCIOUS patr of cle усортеш 


in jewellery during the final phase of the ( mpire 
Nevertheless, 1n Images not only ol Emperors 
but also of orcinar peo] le (fie; 21), aesthetically 
апа technically exquisite pieces of jewellery 
continue to appear. Finally, the fact that айс: 
the fall of the Byzantine Empir 111 Оугеесе 
mainly as well as in Ала Minor, 311 
jewellery continued to Ex pron ced," whos 
value lies in из technical and aestheuc excellence 
rather than in thi sumptuousness ol the 
materials, suggests that |су Iden [አበ] the 


Г 


Palasologan period was not as austere as и 


| o pir ars from the surviving i xample 
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124 4 
Necklace 
Хишиг, | Ур" ШЇ 1 
Gold with sapphires, amethiysts 
cmeralds and pearls, 
изъ 42,8 em 


ута Мизғына; інен በክ' nn гүн 


124 + 
Chain necklace 
Byzantium, «ЗІН «мєр century 


ү Т ШІП ыц расса. ٤ 


си 45.7 em 


Mie Watters Ан Aluira Йайнтен uel 






125 d 
Gold necklace with 


sapphires апа emeralds 


реоба Constantinople, lati 


1+) nth century 


Gold, emerald, sapphire, sardonyx, 


T aris, length 79 cm 
пе Alaren ያዛ Mim Anil momurn lani 
نا‎ ра А Ни 
ЧЕТТ 





126 +» 
Gold body-chain 


Пузапшис, sixth—carly 
seventh century AD 

Gold, length 72 em; diameter 
of large mecdallions 7.78. сти; 
weight 644.2 E 


Пн Trustees of the ен! Млечин, Laiki 


PE ын ==. i 
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Bracelets 





[44 + 

| Gold openwork bracelet 
Easter Mecditerrancan, fourth 
COLLES 
(Coole, cameter 18 


wi. uiii he Аун cu Bern. латин jamg 


ші t 1 


I4I 4 

Bracelet 

Probably from Constantinople, 
ninth oT tenth ፪ CHUTE 

old and glass, 5.7 х 8.6 x 6,6 cm 


Der Heller Мишиг! Culture. Slieseum el 
Wrap Сали, Техас, ከጻ] 36533 





142 T 
Bracelet 


Constantinople 7, sixth- 


1 
дъба و‎ с ы 


ሟን ጋራ 


seventh centur 


Gold, silver, pearls, amethvats 


4 wy © ТЫ > г: еу لا ارت‎ 
sapphires, glass, quartz and ove کی‎ ኢራ | ር a ее 


4 > 
قق ا‎ даа вй в нан т Жы ጨመ 


emerald plasma, diameter B.2 сіп 
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14.3 + 
Gold bracelet with a bust 
of the Mother of God 


Eastern. Meciterrancan, г.АП Gon 


ؾ73) 
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- |. 
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Gold, depth of hoop 01.7 cm; 


tlepth al 01714 1-4 1 


The Trusices nl ade Bri; Muscuri Laia 
Fb AF 451 
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Ї decoration 
| 
Gold, Ly Riiie, коша че 
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Finger ring with the 


Annunciatiom 


1 
[ ኑ 


чиг‏ ہے 


| inetr Ane wilh ۱٢۱1٦3114711 


1.14] , 


Finger ring with swivel bez 


ad 1. 
Ш رکا‎ T салж ы _ 
LINE Cild 0000 1 


010 -- 


Gold rine with monogram 





L Okt a ШИЕ 
[ | А 
ዘ ከዘ ኮር 7 ከ11፻ኖ11፻1 паи 
р | 
bul clameter 2.05 СІП, ۱۷۴۱(1 | 
Їн vel la lA П 
і | | м ! 


FT Al 


[52 ¬ 
Finger rine 


Fourteenth ۴:٦ 


ነ : 
Сю |, diameter 2.1 ст 
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53 * 
Earrings 

Fourth century 

Gold and glass paste with emeralds 
and comedians, height 4.2 cm 


Паш Noam. Мінтз ің: ከ 3 


154. к 
Larrings 

Anunoe, ام جا‎ filth century 
Gold with sapphires and pearls, 
height ባ cm 


nakî ماس دو لاخ‎ Advi, deno на 1770 


155 ~ 

Earrings 

Fifth—ixth centur 

Gold wath sapphires, pearls and 
glass, height 9.5 cm 


Benak Museum, Abras. un mo 117 


156 E 

Gold earring with pearls 
and enamel 

Eastern Mediterranean, 

tenth or eleventh century 

Gold, with pearls and enamel, 
height 6.6 х 4.4 сіп 


The 1‹ጩጠሆሆጩ гч the ከዘጠከ Mauer, لا‎ лийн 
PAE ipiga. 





15 / » 
Farrings 
Seventh century 
Gold, height 4.4 em 


Wenala Minceur, Aghena, i 


ዘ: тиз pii [ብ 


159 « 
Earrings 

(i inskantinople J 
seventh il የ1፪ከ፲ከ ۲۲181116 


Gold, 6,8 cm 


The Тай amd Almunia Kaneda Ма 
Міні ire ዘበነ 1227 ad 
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Tapestry shaw! with vase 
and vine with figures 
Egypt, lourth or ከቨ[ከ centum 


Lumen and wal 53.8 17,5 СІП 


TER 


ута? а Ч: 


dk 9 за 3. do diae 46 “Дз 44 


Bo Eo Hi = weet H L i ісі‏ ہے 
ЕЁ T EE EE Е- тї 1=421 = гетата‏ 
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Wenaki M ios [WM 


Resist-clyed panel showing 
the Nativity 


Pilih sixth century 


Mied linen, 47 9 05-5 cm 
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l'rasment of a shaw! 


| “111! | avum, ninth ели centur 
Wi d Gia ry Балин, of ور‎ 
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Detail of cat. 175 = 


AT CHURCH 


ЧИЕ CHRISTIAN FAITH was at the 
ecntre of Byzantine Ше, Across the 
empire, Orthodoxy united people 

- otherwise unconnected by language, 
ethnicity or culture. П was a shared identity: ап 
Orthodox believer from Constantinople could 
enter an Orthodox church in Kiev or Alexandria 
or Sicily and immediately [eel аг home; а mosque 
or 8 Western church were both equally alien, 

As Gregory Melissenos, the | onlessi ҰГ ro Empero 
John VIII Palaiologos, put it: "When 1 enter a 
Latin church, I do not revere any of the saints 
who are there because I do not rei ортизе (ет. " 
Everyone Wal involved in relimon in SOT ኒነ му, 
whether as Orthodox, heretic or unbeliever, 
Keligious disputes over the right ways to conceive 
ol and worship God, Christ, the Mother of God 
and the saints punctuate Byzantine history, 
providing a constant narrative of Orthodox 
belief versus heretical challenge. The winners 
would always take the ude Orthodox and brand 
their opponents as heretics. The feasts and saints’ 
days of the Christian calendar marked out the 
rhythms of daily Ше; images of the divine were 
everywhere іп daily Ше, from stamps of the Cross 
on loaves of bread to the Mother of God on 
coins. As a result, church was the most important 
building in the life of any Byzantine, the place 
where the rituals of faith were conducted, and 

Ше зешпе for humanity’s communion with the 
divine, God's dwelling place on carth.” 

That churches mattered more than any 
other type of building is apparent from the 
number that still exist, the quantity of surviving 
ecclesiasucal objects and the sheer mass of 
textual references. Anyone who could afford 1t 
could build a church — and a surprising number 
did, for such buildings were both a sign of one's 
devotion to God and а perpetual prayer for 
salvation. Churches could be very personal 
foundations: many were built by individual 
patrons for their own family or personal 


питазиес USC] ойн үх маг ШШ In отоци 
(| imis кіндік. sere 18 ч villas 1%, M en 00٦1 


were пъзлазичлиез, Although large-scali апа 


impressive churches were ۱۱۷۷۷۷ ۱۱۱۲۲۰۳۰۱۱۷ 
most of tie Byzantine period, many were 
small structures, mtimate amd eonfmec. 


Inside the church, architecture, decoration 
and sacred objects came together in а celebration 
of the divine. Art historians often talk of the 
‘decorative scheme’ ol Byzantine churches, 
Church art, however, was considerably more 
than decorative. Because the church was 
regarded as heaven on earth, each part of the 
chur ከ, 115 decoration апа fixtures апа fittings, 
reflected its рап in this role, as well as their 
own specific function, 

As a result, the architecture of a Byzantine 
church was both utilitarian, relating to the 
forms of worship that took place within it, and 
symbolic, carrying a deeper spiritual meaning. 
Unlike a Western medieval church, where the 
worshipper is directed in a linear fashion, west 
to east, the Byzantine church ts centralised. 

By perhaps the tenth century, the most 
common plan of a Byzantine church was the 
cross-in-square church with a central dome 

(hgs 32, 33). The most popular version of this 
plan placed the dome on four columns within 

a square, but variations on the theme were 
multiple. The congregation tended to enter 

the nave, or naos, via a porch, called a narthex, 
at Ше west end of the church. The naos itself was 
square or rectangular in plan, but often divided 
by columns and piers. It was roofed by a dome, 
and the effect of that was to create a centralised, 
focused space, a vertical axis rather than a 
horizontal one. This was the space Гог the 
congregation, men on the right and women 

on the left. At the east end of the church, the 
sanctuary was divided into three, a central area 
where the altar was located, flanked by two 


smaller side areas, one to the north, where 


01100 rd d Nut prepared! and ІШТІ patenm шін! 
clulice stored, anc one to the south lor vestments 
anel =ዘ(!((] Ен wks; The sanctuary is а whole 


yes ITI 81111518 ане Бери the onaostasis 


icon serer) OF H mplon and. reserved Їсн 
ШТ pru 4Їїнэєэ | 

Mosaic was the material above all 
chosen to create a divine 614 іс, Here art 
ane architecture combined beautibull, the 
curved surfaces of the cross-in-square church 
interacting with the tesserae (cubes of glass) 
making up a mosaic. On close inspection, the 
fragment depicting $t Andrew (Big. 34) shows how 
cach tessera was inserted individually into 
a plaster background on site to construct an 
image, and that this created an otherworldly 
spectacle of moving, reflected light. Paint was 
the next best thing to mosaic work, and the eflect 
of paint within a church was to create а totally 
different visual display, darker and more intense. 

The combination of naos as centralised space 
and sanctuary as an area set apart related to the 
nature of Byzantine religious services. On the 
whole, the congregation could listen to the 
priests, but not observe their activities; Certain 


activities — Bible readings and the delivery of 


с 


1 
В 
Қ 


homilies took place at the doors of the 
iconostasis but the liturey (the term refers 

to the Eucharist, but will be used here lor 
any regular church service) was built around 
dramatic appearances of the clergy from the 
sanctuary al key points in the service 
clisplaying the Gospels and the sacraments, 

In symbolic terms, the parts of the church 
were divided both wi гиса anel honzontally 
and cach part could be given a spiritual 
meaning. Verucally, emphasis has traditionally 
lain on the images within the church. These 
have long been understood as working іп three 
registers. At the highest levels, the « upolas anc 
apses are decorated with Christ, the Mother of 
God and angels. Below are scenes from the hie 
ûl Christ, often called а Чезпуа cycle’ because 


they have heen seen аз SCENES representing the 


Twelve Great Feasts of the Orthodox Church? 


Finally, the lowest le e] is mace up of Salts, 
usually shown as single standing figures. 

In this way, the top level represents heaven 
and, песа, the central dome 15 most olten 
occupied by Christ whose presence, though 
not visible to worshippers unless they chose 


to look right up, nevertheless hung over them 


Figs 32. 33 

Exterior and plan 

al the cary cleventh- 
۷۴۰۲۰1111۳۴۷ 111111051۷ 
church ol Hosios 
Loukas, near 
Гиан», in Всичгила 
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lig. 44 
1 ከዮ anterior of the 
monastery church 


ol Hogos Loukas 


AT CHURCH 


throughout their time in the building. In the 


apse, the Mother of God, bearing the Child, 
served 10 illustrate the Incarnation, proving that 
God became Man, was born of a Virgin and 
saved humankind. Below this, the scenes from 
the life of Christ could be understood in several 
ways. A common view is that they acted as books 
for the illiterate, a teaching tool for those who 
came to worship but who could not read. This 

is a convenient interpretation of the meaning of 
pictures in churches but it does not always match 
the reality, which is that such scenes were often 


uncomfortably high above worshippers and суеп 


bovond them sieht. Rather, they made Christ's 
Ме present and visible as an eternal witness to 


(Сила traths and reassurance to believers 


Finally, the «ан, both on the walls and as опа, 


on the lowest level, closest to Ше worshippers, 
plis scaly surbiounded the viewers m the мах, 

| сү олис out a worshippers, CHUTE to 
meet them eyes; acting as the first locus fen 

War ШИ rs (311 ICI mg the chure |], as do the 
icons of Theodore Tiro and St james, [ ከር 
worshipper's first act was to make a circu 

ol these images, often Ше special saints of 

each church, displayed on stands (known as 
proskynetana), venerating them through kissing 
them, lighting candles in front of them and 
touching them.* This corporeal contact with the 
saints enabled the faithful to share their power, 
ا‎ the likenesses WET Thal understood by the 
Byzantines simply as pictures but as images 
which contained the authority of the divine 
figure. At the start of the liturgy, congregation 
and icons alike were censed and, in this w ау, 
both became equal participants and equal 
presences in the liturgy, forming a part of the 
communion of saints, Russian envoys to Зи 
Sophia in the tenth century were convinced that 
the angels descended from the mosaics to join 
in the celebration.’ So images within the church 
drew the spectator into contemplation of the 
divine events and, beyond that, into participation 
in divine worship." 

Icons filled churches. Over time the interior 
of the Byzantine church went through a series 
of significant changes, stimulated by the desire 
to increase the sanctity of the altar and to 
emphasise the power of icons. In the Early 
Byzantine church the laity could visually 
participate in all the stages of the liturgy 
performed by the priests behind a low chancel 
barrier between the nave and the altar. But this 
gradually changed, and in the sixth century the 
Ghurch of 5t Sophia at Constantinople was 





enhanced with a higher sereen, the soscallecd 
templon screen, 1 [ront of the altar, Fhis type 
al screen was found in other churches belore 
iwoneclasm; but и гара became the norm alter 
iconoclasme, usually in marble as in the church а! 


74/74 (cuts 185, nr „Ву the аме 


SKIL [1 1) 
۲۲۰1۱۱۱۷۷۰۷۰ ICONS Wore luc over 0 гар (1 the 
epistyli like the beam on Mount Athos with 
icons of the main church festivals, the Rising ol 
Lazarus and the ‘Transfiguration, as in cat. 216). 
Between the columns of the templon, cons or 
curtains were gradually inserted. As a result ol 
these structures, the priest now performed part ol 
the liturgy behind an opaque screen, enhancing 
the idea of the invisible holy of holies 1n the 
church and allowing him to make entrances into 
the church at dramatic moments in the litures 

[ ከር tendency to separate laity from рпез оі xd 
reached its final stage with the thirteenth-century 
development of the high iconostasis, а screen 
covered with icons whi h totally concealed the 
altar unless the central doors (usually decorated 
with an Annunciation, as cat.281) were opened 
The iconostasis included а whole range of icons 
lor veneration, including the Deisis, the patronal 
saint ol the church, the major festivals of the 
church, and other saints and prophets, and might 
be surmounted with a crucifixion. 

Each church appears to have had its own 
diverse collection of saints. А saint may appear 
almost anywhere on the walls of a church, and 
be grouped with a variety of other saints from 
a range of dates in the liturgical calendar." 
Although it has been suggested that saints are 
organised by rank, function and place in the 
calendar of the Church, this 1s not the case. 
Though saints within the Church certainly 
lorm defined groups — prophets, Apostles, 
such as St Andrew, Evangelists, martyrs, bishops, 
warrior saints, healer saints — the apparently 
arbitrary nature of the choice of individual saints 


portrayed within each church suggests that the 





ис сс ural ПИЛИ" anc rol al the [ hur h ኒኒ ብኣ 
important 18 picking the saints. Indeed, it is 
possible that churches were personalised through 
the T chon е cd sunt: (е ин и на! patrons, the 
(уре al monk, thi бури ol | Ним [| ШИА! all lave 
ін 1 «uri ant [actors m ۰۱ hot es ol кани, 

ut h Ml [ር seing [on the rey, ми ly 
was isell a perlormance eclebrated with 
appropriate trappings within the space of the 
church (Пе. 15). Мапу services took рїас с сай) n 
the moming or at dusk, and churches were often 
small and relatively dark. As à result, lighting was 
ol great importance, and church inventories and 
$. pika foundation documents) regularly chscuss 
the lighting devices іп their particular building 
Candles and oil lamps (cats 218, 219) provided 
artificial light; they might be suspended in 
elittering candelabra ‘cats 170, 1 апа 
chandeliers, or placed in candlesticks. 

The importance of the liturgy meani 
that liturgical vessels апа books WOTE valued 
highly and made of precious тагтай. The 
key liturgical vessels were the сваш с. paten 
cats оо, 80) and asterisk (far the Eucharistii 
wine and bread), and the associated. vessels 
for the preparation of the Communion, the 
flabellum, or fan, the censer used throughout 
the service to cemsc сопететапоп. altar апа 
church, Processional crosses (cats 100, 191) were 
employed in the entry processions of the clergy 
and went before the Gospel-book. Altar tables 
too could be precious and lavishly decorated." 
They, the bread and wine, the chalice and paten 
were all covered with appropriate textiles. olten 
silks heavily embroidered in gold. The priests 
themselves had vestments appropnate for cach 
service, The epurachelion was an embroidered strip 
of cloth worn around the neck that all priests 
were obliged to wear when approaching the 
sanctuary, while the epigenation was а stiff gold- 
embroidered prece of cloth that hung [rom the 


girdle to the knee. 
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Гір, 35 
1 ከር minor ol 
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Mount Sinai, with 


lL SET ІП progr 55 


Вон КА WETE cespe га! holy because TIT у 
contained the word of God. € Olsequi 01 
were often lavishly decorated and sumptuous 
bound, showing proper ۷ | to Cod. Û 
liturgy |ኝ «111 ፪ laborat 11110:1110 Ol texts 
from psalmis, both read and sung, of passages 
from the Crospels and L.pistles (31 0 is, ol û 
larec пипа веч al Prayers, some ч hanted, of short 
readings about the saints whose dav it 15, ane ol 
Ї1У111115, All of these needed books. | turga LEXIS 
Werle 1 assembled Ito one book but in fact 
spread across several volumes. Ihe prayers said 
by the priest in liturgy were uniquely written on 
a long scroll rolled to the correct place and held 
up by the deacon for the priest. These scrolls 


tended not to be heavily illuminated: the Patmos 


liturgical roll has an elaborate frontispiece 





TON 


АТ 


CHURCH 


showing St Basil the Creat ٢٢۱٢۲۱۴۰۱۱۱٢۷۰٢ the 


liturev 11፡1(1 an elaborate marble building, 


but the rest ol is illusteaueons are initials, boih 


1 ШӘЛІ ала з Ч ulii Ж ҮЕ | lix Е Wore АГ 


in a lectomarv, where they wer clis iclec INLO Sets 


ol lessons arranged 


according to the day ol the 
усаг on which развадес wis Lo be read. Пи 
Crospel-bhook (cat 20931 played ап active рагі 

111 Ци itur, [or 1t was carried out inte 

church from the prothesis, and taken though 
the sanctuary doors into the Бета, or sam tuary, 
where и was placed on the altar. 118 action 
symbolised, among other things, the entry ol 

the Word of God into the world. As a result, 
Gospel-books frequently had impressive covers 
and less attention might be paid to their internal 
decoration, Indeed, there is a case for suggesting 
that some of the most elaborately decorated 
Gospel-books in Byzantium were never actually 
uscd but may have simply sat on the altar аз 
representations of Christ's incarnate wisdom, 
just as the bread and wine of the Eucharist 

were his body and blood. However, hundreds 

of illustrated Gospel-books survive, showing а 
variety of ways of illusuraung the narrative, Some 
use frontispieces with Gospel scenes, some have 
narrative strips between blocks of text; most have 
Evangelist portraits. Lectionaries (cats 01, 304) 
contained liturge al readings drawn from the 
Bible for the Eucharist, and from saints’ lives, the 
Church Fathers and the Councils of the Church 
lor other SCTVICes, 

The psaltei Webs perhaps the most ппрогаг! 

book in Byzantine daily Ше, to Ше extent that 
( hildren learned LO read and мтие [rom 1 iM 
even, as in the bilingual psalter here, Western 
adults might learn Greek [rom it (сай, 177) 

In church, psalms were sung throughout the 
liturgy. Іп parish churches, they were selected for 
relevance to that day's feast; in monasteries, they 
were sung in biblical order over the course of the 


services. Both monks and lay singers must have 





ከ11()ነላ]፤ 710 рхайе! Ix Псагі 41% ргоба А 
dict nest ob the eongregiatm. M tease ቨን 
ІШІНЕН CAE survive 1| mo per ar 

iue simu [ии еа Wd Vales ۶۸ 1 

oller ۱۱۱۱۷۷۱۲۷۱۰۱۱۱۱١ mterpretations, ma (11,(1ሀ()11ፍ 
and commentaries en the psalms, Surprisingly, 
despite ways qn which the psalms were used in 
litres, the texts are never rearranged to reflect 
this but always maintam their biblical order. 
Го help monks іп the recitation of the psalms, 
psalters ҒЫ Ы! эге кес] ПІР MWENY sectis 0T 
Ганка та, euch t (1)111,1111111[፤ hetweer ۱ апа 
Wve psalms. la aid memory even lurther, сан li 
(атана was subcivided into three. There are 
far fewer Old Testament books than New, in 
part reflecting their lesser place m the игру, 

| hi Book ol Job, however, 15 one of the most 
popular, 2111 ON twelve illustrate cl DUP ис» 
survive, 

Phe church was also a place where people 
mieht make individual offerings. Some took Ше 
form of votive gilts |ርቪ for Christ, the Mother 
ol God or the saints in prayer or in thanks lor 
benelits received Cal. 18 , Relics of saints were 
precious, offering the ана a direct contact 
with the actual, tangible holy, and every altai 
supposedly contained a relic, Such remains 
could vary from 8 mmute splinter of wood [rom 
the True Cross (cats 182, 188), encased as ከርከቨር]ብ] 
its status, or a morsel of bone from a saint to 
the whole head or à hand of a saint. Such 
special relics also acted as 111438115 [or pilerims 
to the church. 

The materials used to create the images 
and objects at church reflected both the 
resources available to the patrons апай the 
importance ol religion, Гог И was the patrons’ 
duty to give of their best to God. 1 ከሮኮር was a 
hierarchy of materials: mosaic ancl paint; gold, 
silver, bronze, brass, copper; and materials 
themselves might carry a symbolic meaning. 


Gold, for example, did not tarnish and 50 





represented purity. Purple staining of pages ol 
book ESUE sentec nor only an Increase ІП icc 
bul also a comment onm mper status, purple 
being е imperial colour reserved tor the 
impero Micro-mosare pons were a 7۹۶ 
specialised, particularly costly torm of mosaic; 
the level and detail of skill needed to work on 
this seale using minute tesserae, Gach placed 
017 ] 1 surely with tweezers, 
15 ٦ stagecning. Objects might be further 
decorated with even more precious materials 
inlaid in enamel perhaps са 100, 245! О! 
gilded, and decorated with ornament and scenes 
appropriate to their use, яв with the Riha Faten 
used for Eucharistie bread, where the Last 
Supper 15 depicted (81.20. And size always 
mattered, И related not only to cost, but also to 
function: small books were often intended to be 
read in private 

Within the church, architecture, imagen 
the liturey, as well as sights, sounds and smells. 
inclucling voices, Incense, smoke and candle-wax 
heat and bodies, hard, polished floors, 511[[ሮ..በ፪ 
materials, all combined to create the effect ol 
translating the worshipper into a sphere beyond 
the worldly, and to translate the church into 
heaven, in order to move Бер ^at church’ 
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in Roman Egypt (cat. 16). The word icon (eikon 
изс is denved trom the Greck verb века, which 
means to resemble, Early Chrisuans gave this 
name to portraits of holy heures. Іп Byzantium, 
the term icon was used to descnbe images in 
such diverse media as painted wooden panels, 
wall paintings or the minor arts. Here we shall 
consider the most prevalent use of the term: an 
mage painted (11 4 portable wooden panel. 

According to tradition, one of the first 
painters of icons was the Evangelist St Luke, 
who portrayed the Virgin Mary from the life." 
The use of icons 15 more explicitly desenbed 
in the seventh-century Life of St Pankratios, 
and in the texts of the Church Fathers, 
who considered icons to be a medium ol 
communication with the divine; in the 
words of Basil the Great, “The honour shown 
to the image 15 conveyed to its prototype.’ 

Alter the iconoclastic edict of Leo 11] (727), 
the cult of icons was forbidden and any 
representations of holy figures or scenes from 
then lives WETE Баплей. Icons and churi ከ 
decorations were destroyed. The iconophiles 
were persecuted and accused of idolatry. Under 
such circumstances, the Church Fathers and 
high-ranking monks formulated the Orthodox 
dogma for the cult of icons. Among them, John 
of Damascus (¢.675-¢.753/ 54; fig.7) commented: 
‘An image 15 not always like its prototype in 
every way. For the image 15 one thing, and the 
thing depicted is another: one can always notice 
ciflerences between them." This long period 
of dispute came to an end with the victory 
of the iconophiles, the so-called Triumph 
of Orthodoxy, in 845, under the reign of 
Empress Theodora and her son Michael ITI 


(cat. 57). 


Today, Byzantine icons are to be found in 
important monasteries, such as St Catherine's 
оп Mount Sinat (lies 36, 37) and those on 
Patmos and Moum Athos (б, qo) m local 
collections and in the monasteries of Cyprus, 
Public collections of icons exist i [ከር Byzantine 
museums ol Athens, Thessaloniki, Kastoria and 
Veroia, and m the museums of Ола, Belgrade, 
Solia. Mos (AA ана м Petersburg, while many 
icons сап be seen in the muscums of Italy, 
Germany, France, Great Britain and America, 

Icons from the period before iconoclasm 
have been preserved in the Monastery of 
St Catherine on Mount Sinai, which was 
outside thie iU ol the Impet ia Ic ا۱8 تحت‎ 
edicts (some of these icons were brought to Kie 
in 1845 and 1850, as gifts from the monastery to 
the archimandrite Porphyriy Uspenskij [cats 47, 
313, 314]). Other icons are preserved in churches 
in Rome, such as the seventh-century Virgin 
at Santa Maria ad Mlartvres-Pantheon, Kome 
(cat.47). Most ¬ and the best of them ~ are 
painted m Ше encausuc technique, using hot 
wax to bind the pigments, a technique adopted 
Irom the funerary portraits ol Late Antiquity. 
Others were painted with the egg tempera, 
which, alter iconoclasm, became the standard 
technique for icon painting, 

The use of icons after the Triumph of 
Orthodoxy in 843 and in the following centuries 
was gradually expanded in public and private. 
Outstanding works using precious materials, gold 
and enamel from Constantinople, such as the 
two icons of Archangel Michael in bust and in 
full length (cat. 58) that were taken to Venice by 
the Crusaders after the Sack of Constantinople 
in 1204, are now preserved in the Treasury 
of San Marco, Venice. Other examples were 
made of costly tesserae, imitating the art of mural 
mosaic, such as the early twelfth-century icons of 
the Virgin Pammakaristos and of St John the 


Baptist in the Patriarchate at Istanbul, and the 


icons | Сини Pantokrator Irem the Bade 
Xluseum in Berlin and the Museo Nazionale 
del Bargello in Florence (cat; 225). Рагисшагу 
prized were micromosaie ions, such as the 
eleverth-century St Nicholas from Patmos, the 
iwellih-century St Stephen from Kiev (cat. 208), 
the Fransfigeurauon from the Louvre, Paris 
(61,226), the early fourteenth-ceniury diptych 
from Florence with the Dodekaorton (cat. 227), 
uic Аппипстаноп а the Victoria and Albert 
Museum, London, and the St Theodore from 
the State Hermitage Museum, St Petersburg 
cat, 224). Major examples of the same period 
are kept in the monasteries of Mount Athos, 
such as St Anne and the Cirucifixion а! Умарса 
and St John the Theologian at the Lavra. 
Another way of enhancing icons was to add 
eildecd-silver revetments, such as those on the 
cleventh-century mosaic 1 of St Nicholas from 
Patmos, and the fourteenth-century examples at 
Ohrid (cats 229.1—.2, 230—232), decorated in 
repousse technique with a great variety of mouls, 
sometimes interlaced with sacred figures and 


scenes of the life of Christ and of the Virgin. 





Such costly adornments commissioned Ба 
high-ranking believers were an important 
demonstration of devotion and in some cases 
they were designed as ап integral part of an 
icon from the beginning. 

Icons of the Virgin held an important place 
in devotion. In the Triumph of Orthodoxy 
MCI опа hall ol the fourteenth century; Cual. 37h 
[ከቦ icon of the Virgin functions as the perfect 
Image, Ww hose veneration hacl heen restored in 
843, thanks to the impenal support of Empress 
Theodora, who 15 depu ted with her son Michael 
ІШ and flanked by famous iconophiles. Icons 
of the Virgin in various iconographic types 
abounded in the impenal palace and in the 
monasteries of Constantinople.’ Among the 
most famous is the icon of the Virgin Hodegetria 
from the Monastery of the Hodegon, regarded 
as the ‘palladium’ of Constantinople, which 
was considered to provide the protection of the 
Virgin to the city whenever under attack. The 
Hamulton Psalter (cat. 177 shows this icon оп 


a spec ially constructed proskynetarion (stand 
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railings; at either side, in smaller scale, devotees 


in lavish red garments kneel in prayer before 

it. The icon of the Virgin Blachernitissa, which 

was venerated in the apartments of the imperial 

palace of Blachernai, is known from written 

sources, while the icons of the Virgin 

Psychosostria (She who saves souls; cat. 232 

and of Christ Psychosostes, most probably 

from the monastery of the same name in 

the Byzantine capital, were sent as a gift to 

Ohrid in the early fourteenth century. 
Processions of the icon of the Virgin are 

depicted in wall paintings, such as those in the 

thirteenth-century Vlacherna church in Arta and 

in the Markov monastery (1376 — 81), where the 

icon 15 carried by ‘he who bears the holy icon 

in litanies and official feasts’. Panels painted on 

both sides were intended for processions of this 

kind, and examples are known from the late 

twelfth century, such as the double-sided icon 


ol uie Virgm Ebodegeuia and ol Christ, Mag 

of Sorrows from Kastoria (cat ни, The numb 
ol such works increased during the fourteenth 
century, and surviving examples inchide the 
double-sided icons ol the Virgin amd the 
Annunciation (сай, 290, of Christ and the 
Crucifixion from Ohrid, and of the Crucifixion 
ап the Virgin Нодевеила (rom Thessaloniki, 

) 


now in the Byzanune and Christian Museum, 


Athens dig. 391," 

[һе veneration of icons increased [rom 
the eleventh century, due to the transformation 
ol the templon from а simple, low barrier 
separating the sanctuary from the nave toa 
higher screen adomed with successive registers 
of icons, the iconostasis. In the lowest register, 
between the columns, large icons (despotic icons) 
were placed, usually depicting the Virgin, 
Christ and the patronal saint of the church 
in à composition of the Deisis that Ands its 
most appropriate place here, 

Higher up, on the epistyle or architrave of 
the iconostasis, smaller icons depicting Apostles, 
saints and festival scenes were placed. Preserved 
in the Sinai monastery are carly examples of 
epistyles on a single long beam, from the twelfth 
and thirteenth centuries (cat. 417)” Other twelfth- 
century examples are also known from Athos, 
such as the Transfiguration, now in tlie State 
Hermitage Museum, St Petersburg (cat. 216), 
and the Raising of Lazarus, now in the Byzantine 
and Christian Museum, Athens (cat. 215), both 
painted on a red ground from the same templon 
icons of the Monastery of Vatopedi. From the 
carly fourteenth century epistyle icons with 
scenes of the Nativity, the Baptism, the 
Resurrection (Anastasis) and the Doubting 
of Thomas survive in Ohrid and Belgrade 
(cats 233 235). 

Inside the church other icons of various 
dimensions were either placed on proskynetaria, 
in some cases on the feast day of the depicted 


«unt, or line on the walls. The bema doors 

to the sanctuary are usually decorated with the 
Annunciation, as we know Irom a twellth-century 
example m Cyprus," which displays considerable 
afinity to the two icons of the same subject 

from Ohrid (cats 229.1, 220.2), 

Smaller icons, diprychis, tiptyehs and 
polyptychis were made for travellers or 
pilgrims for private devotion, Опе precious 
work of this kind, undoubtedly commissioned 
by a nobleman, is the early fourteenth-century 
mosaic diptych with the Dodekaorton from 
the Museo dell'Opera di Santa Мапа del Fiore, 
Florence (cat. 227). 

The stvle of icons followed, in general terms, 
the same artistic trends аз mural painting and 
manuscript шпипапап, and the individual 
painter's skill in the treatment of the materials 
can Бе seen in the result. The early encaustic 
icons of Christ (fig. ጓ6), of the Virgin and of 
St Peter in Sinai and in the icons of the Virgin 
and SS. Sermos and Bacchos, now in Kiev 
(cats 313, 314) bear witness to the high standarels 
of the Constantinopolitan workshops in the sixth 
anc seventh centuries, 

Alter iconoclasm, during the Midclle 
Byzantine penod, the workshops of 
Constantinople produced icons of exquisite 
quality, Many are preserved in the Monastery 
of St Catherine, Sinai, such as the miniature-like, 
twellth-century icon of the Heavenly Ladder of 
St John Klimakos (саг, аа) and those of flawless 
classical character, such as the Miracle of 
the Archangel Michael аг Chonae (fig.37)," 
as well as the late twellth-century Annunciation 
(саг. аа) on a highly burnished gold ground, an 
outstanding example of the so-called manneristic 
trends of the Komnenian period. In other cases, 
during this period, the style of the icons is 
associated more closely with wall-painting 
workshops, such as the late twelfth-century 


despotic 1cons of the Virgin and of Christ from 


St Neophytos and from the Panagia tou Arakos 
at Lagoudera, Cyprus (fig, 48). 

After the capture of Constantinople by 
the Crusaders in 1204, important workshops, 
so-called Crusader workshops, emerged in the 
Eastern Mediterranean, in Sinai, Cyprus and 
Palestine, with distinctive technical and stylistic 
features presenting an original combination of 
the Byzantine tradition with practices of Western 
art," In the same period, traits distinctive of 
other local workshops appear in icons of Kastoria 
and Veroia, painted with earth colours on a 
silver background and оп roughly worked wood, 
such as the Prophet Elijah. within the cave from 
Kastoria (cat, 242). 

With the recapture of Constantinople 
by Michael УШ Palaiologos in 1261, and 
throughout the last period of Byzantium, 
alongside the remarkable flourishing of wall- 
painting workshops, which left ехсерпопа| 
examples of their art in churches in the capital, 
Thessaloniki, Mount Athos, Ohrid and the wider 


region of Macedonia, icon painting also thrived. 
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ONTACTS BETWEEN BYZANTIUM ASD 
the medieval West occurred in ай 
sorts of ways and аг several levels. 
[су are just one part of a wider 
web of cross-cultural convergences in the 
medieval Mediterranean, hese included the 
dynamics of interaction within the culturally 
mixed societies of the Levant, the expansion 

of artistic knowledge through the movement 

af drawings and легат artists, the circulation 
of works of art along sea routes, the role played 
hy ports and universally shared cult-places in the 
dissemination of forms and images, as well as the 
direct or indirect appropriation, mutation and 
refashioning of other people's artisuc models for 
ройпса!, religious and economic purposes, 

А тар! trend in this рин Css Wils ropa csentect 
by the competition of Rome and Constantinople 
in their role as the important centres of Christian 
worship. As the apostolic and patriarchal see of 
Latin Chrisuanity, Rome soon started working 
Out its 0806 за eb of holy places Ps crated 
with the worship of sites, relics and holy icons 
which aimed to evoke and refashion the aura 
of the most famous loca sancta of Palestine. The 
painted staurotheke of the Vatican Museums, 
made in Byzantium in the tenth century and 
preserved at least from the twelfth century 
onwards in the Lateran Sancta Sanctorum, 
is а good witness to this phenomenon (cat.244). 
In many respects, papal strategies for the 
promotion of Rome as the New Jerusalem were 
analogous and even alternative to those enacted 
in Constantinople, where the most famous 
collections of Christological and Marian relics 
were established, especially between the tenth 
and twellth centuries; such a competition was 
strengthened after the emergence of the juridical 
and theological dissensions which lead to the 
schism of 1054 and the Fourth Crusade of 
1202- 04. In those centuries, the astounding 


amount of holy treasures preserved in the 
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Bweantine 4 арна! атои (()111111)([[(([ to 
the shaping ob us aura aud ,11()11:((1 publi 
91(111111,11.()ቪ even in the westermmost lands 
Constantinople then became the woal foi ШОП” 
from thioughom Europe. and some authors even 
stated that it had been founded to prevent 
Saracens from desecrate the most precious 
relics of Asia and Аса, In the wake of the 
Crusades many astern rehquarics were cithe 
bought or looted and entered mto the treasures 
of Western cathedrals and monasteries: some 
of them were contemporary or slightly earlier 
works of art, such as the late lourtcenth-century 
staurotheke presented in 1463 to the Venetian 
Scuola della Canta by the famous humanist 
Bessarion (1399/1400 - 72; see Cat.253), whereas 
others were already very old objects, such as the 
early ninth-century nielloed reliquary of the True 
Cross (cat.52) which is deemed to have been 
owned by Pope Innocent ГУ (1954-54). In 
their new settings, such precious containers were 
usually left unaltered, though often conveniently 
enframed within Gothic monstrances.* 

The desire for Byzantine reliquaries 
was enhanced Бу their material preciousness, 
Luxury goods of both profane and religious use, 
including manuscripts with sumptuous bindings, 
Islamic and Byzantine silks, Syrian and Egypuan 
glass ancl metalwork, as well as Italian, Greek, 
Arab апа Chinese ceramics, were sharecl Бу 
international aristocratic milieux, regardless 
of their provenance; they were also included 
within church treasures, as shown by the 
extraordinary collection of precious objects in 
San Marco, Venice (cats 58, 62, 64, Bo, 81, г76).7 
Westerners were also cager to appropriate more 
monumental church furnishings, such as brass 
doors (cat.265). 

Icons were deemed to be the artistic genre 
more peculiar to Byzantine tradition: from the 
eleventh century onwards, Westerners started 


telling the stories of the most sacred images of 


e 


Christ and е Храни worshipper in 


Const Oho] te. amd became accustomed to 
ГИ, 1 


asing ICONS as visual counterparts 10 mividual 


devotion. Then high reputation was stimulated 


nor only D} their weal status as more or less 


direct í өріс ol Тал аг hety] wes чии parntec 
hy human hands! oi made from Ше by such 
saints as the Evangelist Luke, but also by 
iie compositonal and iconographic features 
whieh made them efficacious portraits enabling 
communication between the devotees and their 
holy benefactors. One of the most recognisable 
characteristics of this kind of image was а half- 
fouret presentauon, as stated in the саті twelith 
century by the French theologian Hugh of 
St Victor.’ One accurate imitation of this model 
is [ከሁ carly thirteenth-century Madonna signed 
hy а certain 7... nellus’, now in the Museo 
Nazionale di San Matteo, Pisa (са1,952). 
The wave of Byzantinising painting in 


thirteenth-century Italy (the so-called manera 


greca) was largely promoted ت٦‎ the involvement of 


icons in the religious practices of both individuals 
and groups, including the new mendicant orders. 
Eastern panels агс thought [Га] have been widely 
introduced inte Italy in this period, although very 
lew original icons (such as the Pisan Madonna 
di sallo eft organe, lg. 41) are still extant, Italian 
towns which had direct connections with the 
Eastern Mediterranean, such as Pisa, Venice 
and Genoa, probably played а major role in the 
dissernination of this new type of religious image, 
which was rapidly adapted for new settings and 
functions: the small dossal made for a location 
on the altar table of the Pisan church of San 
Silvestro (cat.248) and including a Deisis at 
Из centre was an abridged version of the 
iconographic programme associated with 
the horizontal icons decorating the epistyles 
of Byzantine sanctuary screens,” 

New devotional trends, nourished by the 


mendicant orders in the Late Middle Ages, laid 


emphasis on the Passion as the precondition 
Of human salvation and favoured the making 
ol images encouraging their beholders to feel 
remorse for their sins; Giunta. Pisano, a painter 
known 10 have worked [በ] loth the Franciscan 
and Dominican orders, revitalised the Byzantine 
scheme of Christ dead on the Cross Бу visually 
stressing its painful aspects. A special image, that 
ات‎ the “Ava fapeinosts, which showed the Saviour's 
dead body unnaturally lifted upwards and often 
associated with a sorrowful representation of the 
Virgin, was frequently repeated in the West and 
Lransformed into one of the most popular themes 
telling of individual and Eucharistic devotion, 
that later known as the Imago pietatis, Vir dolorum 
or Man of Sorrows (cats 246, 207.1-92." 
Besides 1 onographic schemes and functional 
models, Western artists also happened to imitate 
some technical and stylistic devices of then 
Byzantine colleagues. 1 ከ15 proves го be especially 
true for painting, which was prized as the most 
distincüve “Greck’ art: for example, according to 
the twellth-century Глебе on Several Arts by the 
(serman monk Theophilus, the Byzantines 
excelled in the LISE апа combination ol colours.’ 


The impact of painting in из different media 


(book illuminanons, murals, icons and mosaics 
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Fig. 42 

Deceased Woman 

ш the Presence of the 
Enthroned Virgin and 
Child \lragment), 


6.1453. Wall painting, 
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on the arts of the medieval West was much 
greater than that of architecture, sculpture 

or metalwork. Stylistic analysis shows that, 
especially in the twellth and thirteenth 
centuries, Latin painters made use of earlier 
and contemporary Byzantine formal devices in 
their quest for a more naturalistic rendering ol 
the human body: implicitly, this practice shows 
that they looked at Byzantium as the heir to 

a long artistic tradition rooted in Roman and 
Early Christian Antiquity.” 

But how did they become acquainted with 
Byzantine ап? Besides the study ol works ol art 
preserved in the West, they could make use 
of collections of drawings, such as the rather 
puzzling Magdalen College Musterbuch of the 
late twelfth to early thirteenth century (cat. 264), 
or establish direct contacts with Greek painters, 
some of whom are known to have worked for 


Latin patrons either in the West (as Helias 


Spileotes, a book illuminator working in Cologne 


in 1021, did)’ or in their homeland (see the 
bilingual Gospel-book of ¢.1300, cat.261, made 
in Constantinople for a Western reader). The 
involvement of Byzantine masters was especially 
prized by those powers which, like Venice and 
Norman Sicily, had traditional connections with 
Constanunople and aimed to appropriate the 
apparatus and symbolic role of the Eastern 
empire, best conveyed by the splendour of 


mosaic decoration, 
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| [[ is nob (ን сам 0 incl examples Ol Wester 
influence on Byzantine art Nonetheless. 
interesting cases of еге interaction are the 
adoption al painted 111111,1| in Some ( "eel | 
manuscripts of the ninth century, and the 


use ol cloisonne enamels, probably borrowed 


from Carolingian practice." In the Palaiologan 
period, the art of the metropolitan centres | 
occasionally made use of Gothic ornamental 
Icatures In monumental painting and sculpture, 
and appropriated translucid enamels for the 
decoration of liturgical vessels; an Italianate 
mural made shortly before 1453 in the narthex of 
the Chora Monastery Church in Constantinople 
is an isolated testimony to the fascination with 
Early Renaissance style (fig.42).'? 

In earlier times, there had been much more 
interaction in the Western borderlands of the 
Orthodox world, such as in South Italy (whose 
territories were largely included in the Byzantine 
Empire before the Norman conquest in the 
eleventh century)'* and the Balkans (especially 
the Serbian kingdom),'^ where different styles 
were mixed together, such as Byzantine-type 
paintings with Romanesque and Gothic 
architectural patterns. In the wake of the 
Crusades, and especially after 1204, with 
the establishment of several Latin-ruled 
territories along the sea routes of the Eastern 
Mediterranean, cross-cultural connections 
were intensified. In the mixed societies of Acre," 
Lebanon," Cyprus," Rhodes,'? Athens, 


Euboca," Crete”? and Constantinople itsell 


20 


(which was ruled by Latin emperors гот 

204 to 1261),? Westerners imported their own 
habits and traditions, which were either simply 
juxtaposed or integrated or even mingled 
and synthesised with the art and style of the 
indigenous populations. Glazed pottery from 
late medieval Cyprus (cats 257, 258) suggests 
the blending of forms of different origins that 
is so typical of multicultural societies. 


у 





Whereas artistic synthesis, resulting from 


а long process of formal selection, was more 


natural for luxury goi xls and everyday objects, 


other considerations often prevailed in the field 
of religious art. With some exceptions (among 
them the fourteenth-century Italian murals 
in Rhodes and Famagusta)," the Greeks 
under Frankish rule tended to remain loyal 
[0 Byzantine tradition in the representation of 
saints and sacred events, as shown here by the 
detached fresco (cat.255) with St Catherine in 
imperial garb from a chapel on Mount Penteli, 
dating back to 1233-34, when Attica was under 
Latin rule; this loyalty did not prevent them from 
adopting Western ornaments or architectural 
devices if these proved useful to enhance а 
church's sumptuousness, as is made clear by 
the fourteenth-century Gothic church of St 
George of the Greeks in Famagusta (Ве. 43). 
Latin settlers, though making frequent 
use of Western models, especially in architecture, 
sculpture and book illumination,?? also shared 
an interest in Byzantine pictorial tradition and 
often patronised Greek painters to decorate 
their churches, such as at Abu Ghosh and 
Bethlehem in twelfth-century Palestine” or 
in the fourteenth-century murals of the Arap 
Camii in Рега? and Our Lady of Carmel 
m Famagusta, At the same time, Шеу soon 
Appropriated the Eastern Christian devotional 


use of icons and started sponsoring and 


producing icon-like panels, most of them dating 


Irom the mid- to the second half of the thirteenth 


century: though preserved for the most part in 
the Monastery of St Catherine оп Mount Sinai, 
there is no general agreement as to their original 
place of production, whether in Acre or on Sinai 
itself, even if it is plausible that many of them 
were brought by pilgrims as ex-votos to the holy 
site. Be this as it may, the icons often display 
formal characteristics which point to the 
interaction with the artistic traditions of the 
different religious groups settled in the wider area 
of the Eastern Mediterranean. Eventually icon 
painting, represented by the mid-thirteenth 
century icon with St George on horseback 
(hg.44), consisted of an original mixture of 
Byzantine, French, Italian, Armenian, Arab 


Christian and Islamic elements," 


Fig. 43 

The metropolitan 
church of 5t George 
of the Greeks, 
Famagusta, second 
half of the fourteenth 
century 


Fig. 44 

M Ceeorge on Г forseback, 
from Crusader 
Palestine, mid- 
thirteenth century 
Egg tempera and gold 
leaf on pine panel, 
26,8 x 18.8 cm 
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N THE MIDDLE OF THE TENTH CENTURY, 
the Byzantine emperor Constantine VII 
Porphyrogennetos compiled а handbook, 
the De Administrando Imperio | On Me 
Adminstration of the Етінге), vo guide his son 
and heir, Romanos П Diogenes, through the 
i omplexitics ol diplomacy with the 111,111ነ small 
states that surrounded the empire.’ Through à 
succession of chapters which variously outline the 
history, people and rule of each of these states, 
their weaknesses and their potential threat to 
Byzantium, Constantine presented the empire to 
his son as the superpower of the Mediterranean 
and beyond; an empire at the hub of a network 
of client states, all of which could be controlled 
from Constantinople by playing each state off 
against the others, by exacerbating their internal 
weaknesses and by supporting their external 
foes. While the candidly manipulative picture of 
scheming and sometimes convoluted politics in 
the text seems to define the modern stereotype of 
the word ‘Byzantine’, the De Admimstrando Imperio 
also provides a characterisation of the empire 
that Constantine himself would have been happy 
to support: that of the centrality and dominance 
of Byzantium in all that happened in the 
ощитепе, the word the Byzantines gave to the 
known, civilised world that surrounded them. 
Byzantine art has often been seen at the 
heart of a similar cultural hub, dominating the 
ап produced by its eastern Chrisuan neighbours, 
from the Balkans in the west to the Caucasus 
in the east, from Russia in the north to Egypt, 
and even Nubia and Ethiopia, in the south. 
There is much evidence to support this view 
of the centrality of Byzantine art in the Eastern 
Mediterranean. Developments within the empire 
influenced the style, the iconography and even 
the functions of the art subsequently produced 
in all these regions. The magnificent splendour 
of imperial art = silk robes Necked with gold, 
palaces with silver mechanical automata and 


В»... ника 


mosaics showing greal military victories 
acted as archetypes lor the display of power 
for other rulers to imitate. Byzantine religious 
art ~ painted and mosaic churches, icons, 
manuscripts and metalwork - similarly provided 
ways 10 visualise the complex theological and 
spiritual ideas of Christianity. Looking from 
Gonstantinople to the world beyond Byzantium 
emphasises the shared characteristics of the 
art produced by Christians in the Eastern 
Mediterranean, based on à common Byzantine 
iconography for the life of Christ. But it does so 
at the expense of looking only through Byzantine 
eyes. The view from within those neighbouring 
cultures was often very different: for them 
Byzantium was just one cultural model, albeit 
an important one politically, ecclesiastically 
and historically. They could also look 
elsewhere to the other major powers of the 
Eastern Mediterrancan, notably the Islamic 
dynasties of Iran, the Levant and North Africa, 
which offered rival means to display power and 
wealth, and gave access to different cultural 
and visual traditions than the Greco-Roman 
inheritance of Byzantium, ‘These states also had 
their own indigenous tradiuons, and many had 
Christian histories as long and illustrious as those 
of Byzantium itself, which continued to influence 
the art that they produced. The view from 
outside Byzantium presents а different picture 
of the empire from that produced by looking 
out from within. It is possible to discern a variety 
of responses to Byzantine culture: imitation, 
emulation, adaptation on the one hand, but also 
transformation and even rejection on the other. 
The changing value and status of Byzantine art 
abroad is, of course, linked to the empire's 
political and military strength, but not always in 
as direct or obvious a way as might be assumed. 
Constantine VII compiled his handbook at 
a time of expansion in the empire, and in its 
aftermath the influence of Byzantine art abroad 





van be сс 41 ths «ГОН, ۳۱ى‎ ТІГІ and 
раза the borders ol the empire grew in all 
directions: to the east, alter the arm of Доби 
"Tzimiskes (GOG 79) had recaptured parts ol 
Мор оа, Вази 1 lor ec ( "orta io cercle 
[5 south-western provinces of Гао Матей to 
ihe empire іп Campaigns in toor and өзі, and 
in between he fought on the western frontier of 
his empire to reconquer Bulgaria, which had 
flourished in the ninth and tenth centuries as 

an independent empire, Within a generation 

of Basil's death, the Armenian kingdoms of 
Vaspurakan, Kars and Am had been annexed 
to the empire, its kines killed or pensionecd oll to 
estates in Cappadocia. At that point Byzantium 
covered its greatest territorial extent since the 
reign of Justinian. 

The evidence from the Balkans in this 
period suppor 15 this ри lure (31 Byzantine 
dominance, both military and cultural. The 
Bulgars had been converted to Christianity in 
the (17008 thanks La the work af the missionaries 
Constantine (better known by his religious name 
of Cyril! and Methodios, who had devised a new 
alphabet, Glagolitic а precursor al Cs [1111ር), for 
their Slavic translation of the liturgy. 1 ከ15 was 
not only part of the general evangelising mission 
of Christianity, but also a ploy of foreign policy, 
to draw Bulgaria into the Byzantine sphere of 
influence, and away from that of Rome or 
Germany. As well as following Byzantine 
liturgy, the Bulgars also adopted Byzantine art 
to accompany it. Little survives from this carly 
period, but the excavations of the round church 
in the new Bulgarian capital of Great Preslav, foi 
example, suggest that 1t had been modelled on 
the Church of the Prophet Elijah, one of the 
imperial chapels built within the Great Palace 
in Constantinople by Basil 1 (867 — 86). 

The people of Kievan Rus’ too were 
converted to Christianity at this time, and there 


as well the role of art as a diplomatic tool can be 





seen. The Russian primary chronicle records 
that the decisive factor in the decision to convert 
Wi ага I 019 sent t (и instantinople 
was deeply impressed by the enormity and 
splendour of St Sophia, which demonstrated the 
overwhelming and all-encompassing power ol 
Christ, as well as that ol the Byzantine emperor, 
Gal's vice-regent on earth.’ Over the following 
century emperors sent gilts of artists and 
materials to Kiev to help design and decorate 
the city’s new churches. Kiev had been laid 
out in imitation of Constantinople with its 
own Golden Gate, and emperors provided the 
mosaicists 10 decorate the i нү ፍ own version of 
St Sophia in the 1030s. The mosaics in the 
Church of the Archangel Michael (с.1109:13 
show the tradition continuing mto the ге 
century (cat, 268). As а region which had never 
come within the Roman Empire, it showed the 
ease with which Byzantine artistic traditions 
could be accepted. 

Among the Christians of the Caucasus, Egypt 


and the Near East, Byzantium could not plas 50) 
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Fig. 46 

Pre-altar cross in 
Ше church of کہ‎ 
Kvirike and Ivlita at 


Lagurka, 5wancti, 
Gerora, 1111 and later 
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decisive а role. All these regions had indigenous 
Christian traditions going back to the fourth 
century and earlier; indeed, Armenians claimed 
to have а Christian state that predated the 
conversion of Constantine the Great." These 
states were also much closer to the Iranian world, 
which had из own visual traditions, particularly 
for the display of power, that could be traced 
back to the fifth century вс. The Caucasus, in 
particular, lay on the fault ከክር between the 
Greco-Roman and Iraman worlds, and the 
people there looked сая as often as west lor their 
visual language. When the Armenian monarchy 
was revived m 884, из first king, Ashot I 
Bagratuni 884 до, turned to the Abbasid 
Muslim Caliphate for his crown and investiture 
robes before seeking the same гесоотипоп from 
Constantinople.” A fragmentary manuscript 

ol the last ruler of the Armenian city of Kars, 
Gamk-Abas (1029 = 64), shows him seated cross- 
legged on a carpeted dais with his wife and 
daughter, all wearing elaborate silk robes woven 
with lions and elephants (fig. 43). It is an image 
that owes evervthing to the Muslim world, and 


was perhaps a deliberate nposte to Byzantium, 


which was on the verge of annexing his kingdom. 


At the same time, the patnarch-catholicos 
ol neighbouring Georgia, Melkisedek (1010-29), 
travelled twice to Constantinople to seek gifts 
from Basil П and Constantine VII (10925-28), 
receiving ‘silver, church ornaments, icons, 
crosses, and vestments for prelates and priests"? 
His access to the capital built on a formidable 
new network of links between Georgia and 
Byzantium which had been spurred by the 
Byzantine takeover of Georgia's south-western 
provinces and by the creation of a Georgian 
monastery, Iviron, on Mount Athos (founded in 
ባ80)." This became a centre for translations from 
Greek into Georgian of major Greek theological 
and liturgical texts, which led the Georgian 


Church to adopt Byzantine liturgical practices, 


rather than the 1 Jerusalem riles, on 

which it had relied in the past. However, this 
Byzantinising tendeney was tempered by a 
continued interest m particular local artistic 
lorms, notably Georgians’ delight in repoussé 
metalwork, whether on icons or pre-altar crosses, 
which have no counterpart in Byzantine art or 
игру (fig. 40), 

This diflerence in atutude towards 
Byzantium between the countries of the 
Caucasus partly reflects their geographical 
locations, partly the religious divide between 
them. Georgia was in communion with the 
Byzantine Church, but Armenia was not. It, 


like the Syriac and Coptic churches in Syria 


ol the fourth ecumenical council of 451, and 
SU belonged to a distinct religious world. This 
meant that these churches had less interest 
in looking to Constantinople for liturgical or 
theological innovations. Despite this, many 
Armenians worked within the empire, often 
attaining high ranks at court, and in аба и 
was an Armenian builder, Il rdat, best known 
for building the cathedral 1n the Armenian 
capital of Ani, who rebuilt the earthquake- 
damaged dome of St Sophia, after ‘many skilful 
workers among the Greeks [had] tried repeatedly 
to reconstruct 117.” 

The example of Armenia, in which the 
general iconographic influence of Byzantine 
art 15 balanced by Iranian and local stylistic 
developments, reveals clearly the ambivalent 
light in which Byzantium was regarded by its 
neighbours. In the centuries that followed, 
Byzantium's other neighbours were also to adopt 
amore nuanced acceptance of the Byzantine 
core that linked them all, as their local religious 
traditions and regional political statuses grew 
stronger. This was accentuated by the gradual 
dechne of Byzantine military and diplomatic 


power in the later eleventh and twelfth centuries, 





marked most « larly by the gradual loss ol 
үс Anatolian plateau to arriving эс and 
Turcoman tribes, and then, in 1204, by the 

fall af Constantinople ۱۸۶۳۱۱ to the Torces ol the 
Fourth Crusade. This attempt [rom western 
Europe to rec apture Jerusalem had been diverted 
3113 [rom tts onemal goal by the Venetians in 
control of the fleet on which they sailed, and led 
lo 57 vears ol Greek exile from their capital. И 
allowed rulers, who in previous centuries would 
have accepted inferior court titles which placed 
them within the Byzantine world hierarchy, now 
to adopt the full panoply of imperial titles and 
regalia lor themselves. 

А second empire rising іп Bulgaria under 
Peter and Iwan Asen in the 11008 soon set из 
sights upon Constantinople itself, and the 
brothers rallied support by 08 Byzantine art 
against the empire. They proclaimed that a 
miraculous icon ol St Demetrios lound at their 
new capital, Veliko Tmove, demonstrated the 
Byzantine sawit’s change of allemance to 


Bulgaria from his main cult site, Thessaloniki, 


Byzantium’s second city. Even alter the failure 








of them 1ء‎ lo capture Constantinople, 
Bulewrias rulers continued tà pri ЕТІП 
themselves as universal emperors im their 
art (cat, 257 

Alongside Bulgaria, Serbia also rose to 
prominence in the thirteenth century, The 
founder of ዘጻ ruling dynasty, Stefan 
Nemanja, had been paraded in chains through 
Constantinople alter a defeat by Emperor 
Manuel I Komnenos in 1179. but was able to 
return to Serbia to establish it as a viable and 
powerful state." He was even able to reure as a 
monk to the monastery of Hilandar, which he 
had founded on Mount Athos, taking the name 
Simeon. His son, Stefan the First Crowned, had 
Бизе Г acknowledged as king, and translated ከ15 
father’s body back to Serbian soil to be buried as 
а saint in the monastery of Studenica. [his then 
became the centre of a dvnasuc cult, to which all 
later Serbian rulers could turn for legiumacy. 
| пе eveles that were developed to show the 
life and death of St Stefan-Simecon adopted a 
Byzantine style; but their interest in the use ol 


a holy body as à focus for a new state ideology 


Fie үү 

ያእ, Death af Дата 
Таалан, c. 1260, Wall 
pamung. Narthex 


ol Soporan Serbia 
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Fig. 48 

Dish wath the 
Ascension of 
Alexander the Great, 
made for the Artuqid 
ruler Rukn ad-Daula 
abu Sulayman Daud, 
111444. Copper gili 


with enamel, diameter 


26.5 cm 


Tiroler Таний 
Ferrhmaniewm, цас, 
ላህዘበ3 


Fig. 49 

Headpicce from the 
Krading for the Feast 
of the Annunciation 
showing Christ 
Emmanuel, [rom the 
Lectionary of Hetum 
IL, 1286. 


Майзи даи, /явстиа, 865 (979) 
Fabien түү 
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owes much mare to Western, especially 


Venetian, art.'* The paintings at Sopoćani 

(c. 1260) demonstrate the presumption of the new 
dynasty. In one image, which is directly modelled 
on images of the Koimesis (the falling asleep of 
the Virgin), Anna Dandolo, the Venetian wife of 
Stefan the First Crowned, takes the place of the 
Mother of God, and her son, King Stefan Uroš 
(the patron of the monastery! that of Christ 

(fig. 47). 

The fracturing of Byzantine hegemony 

in the Balkans was repeated in the east, where 
Byzantine power was gradually replaced by that 
of the Seljuq Turks. At the end of the twelfth 
century, Georgia enjoyed a brief period when 

it exploited the decline of Byzantine power and 
a short hiatus among Ше Seljugs to expand its 
territory, taking over much of Armenia. The 
series of great churches that were constructed at 


this time, such as FEinoresubanm, probably buih 
by the leader of the Georgian army that helped 
establish Trebizond as a separate Greek empire 
alter 1204, contain many Byzanune elements, 
ከ(ሀ its vision ol the overall order of the Cosmus, 
as represented by the hierarchy of saints and 
prophets in 115 paintings, places the ascension 
of the Cross at its summit, rather than Christ," 
[his was a central theme in Georgia since the 
conversion of the country in Ше lourth century, 
which had been marked by the erection of three 
monumental crosses, 

Nevertheless, the growing power of Muslim 
states in the region 15 Increasingly reflected in art. 
The Innsbruck dish, made Гог the Artuqid ruler 
Rukn ad-Daula abu Sulayman Da'ud in the early 
twelfth century (По. 46), and somenmes linked to 
Georgia, reveals the complex web of Byzantine, 
castern Anatolian and Islamic motifs that were 
combined to appeal to this ruler in south-eastern 


Turkey." А similar intermixine of motifs is 


evident in Armenian art from this point as 
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well, Armenian craftsmen were involved in the 
building of many Seljuq buildings, including 
mosques and medreses, and their work 1s evident 
in both their construction techniques and the 
decorative motifs that they employ. At the same 
time Armenian religious architecture began to 
adopt much of the decorative vocabulary of 
меи buildings, notably their emphasis on 
portals with geometric interlace designs. This 
evidence of cultural exchange contradicts the 

pic ture ol religious war and intolerance that most 
chronicles portray; but it can be supported by 
our knowledge of the extensive trace links across 
Anatolia. The movement of goods along the Silk 
Road did much more to unite the peoples cast 
of Byzantium than wars cid to divide them, 

In Cilicia, at the north-eastern corner of the 
Mediterranean, a new Armenian kingdom 

grew in the thirteenth century which came to 
syncretise an even broader range of cultures into 


its art, Armenian Calician art is now best known 








Гог its manuscripts, many ol which name then 
artists, such as Toros Roslin П.1256- ከ8). These 
works show how they synthesised not only 
Byzantine and Islamic elements into their art, 
but also Western ideas introduced through the 
neighbouring Crusader states, such as the 
Franciscan Madonna of Misericordia on the 
l'eron-Stoclet leaf from the Marshal Oshin 
Gospels of 1274 (cats 297. 298), and even 
Chinese elements, such as the dragons anel 
lions in a lectionary manuscript of 1286 (fig. 40 
These mouls had travelled west with the 
Mongols, and were encountered by the 
Armenians who, with the Franciscans. 
tried unsuccessfully to convert the Mongols 
to Chnistianity."® 

For the Synacs and Copts, who lived 
permanently under Muslim rule, it is perhaps 
not so surprising to hnd strong Islamic influences 
in the figure style of the art that they produced. 


However, a less expected result is the inclusion 
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Fig. 51 

Feolan Grek, А 
Makarioi, 1378. Wall 
31111111 Church of 
the Transhgurauon 


Movgorod 
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ol Christan 7٦ in art made lor Tox al 
Muslim rulers, such as the scenes from thi 
life of Christ that appear on a basin (116,50 
commissioned by the Avvubid Sultan al-Malik 
al-Salth Najm al-Din Ayyub (1239-49 

lhe revived empire in Constantinople alte 
1261 never had the same political or military 
power as 115 ]) 1 essors, and 118 06 соц 1 
no longer use the Church as ай 1114111111111 ol 
loreign policy in the same way that thes had 
belore | hits, paradoxu ally, alli wed i ІШ hi ነ 
outside the empire (0 renew them interest 11] 
Byzantine ап, which no longer had the 
diplomatic, almost colonial connotations ol 
previous centuries. In the fourteenth century, 
a ume when апу Byzantine aspirations 1011 
international power were little more than 
fantasies, Byzantine art self was resurgent 
| ከር doors from the al-Mu ада à hurch in 
Cairo (cat 117 show а renewed interest m 
Byzantine iconography. combining them with 
Mamluk elements. The апещаг stvle that 
predominated under the Palaiologan emperors 
Md widely disseminated and imitated. i spi i га! 
in the Balkans and Georgia. Once more 
byzantine arusts were in demand abroad. Foi 


instance, [I hei iphanes the Greek (/Feofan Grek 
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tradition, ፲[ can equally be seen as the 
beginnings of a chstinet mew Russian iiam. 
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was used were entirely born of Byzantii 
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In the final decades before the Fall of 
Constantino] е ІП 14553. thie i пірге үлүк 

ЗИ RAN ۱ had‏ ہیں 
ройисайу just а kunt shadow ol what и һай‏ 
been 400 years earlier, vet its artistic presence‏ 
bevond Byzantium remained formidabil‏ 
It was no longer in a position to export its art‏ 
wholesale as it had 111 the tenth century, and‏ 
there was less потоеспейу between the art of‏ 
all the neighbournneg states, which now Пай‏ 
well-established indigeno መ‏ 
well-established 111(11[: ዮ11(0115 artistic ٣17٢1111011‏ 
NI vertheless, then deep deli Г Byzantine ari‏ 
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Fresco copy from the 

King's Church, Studenica 
monastery, with patrons | 
and saints 


1314 (copied Бу Svetislav Мапе, 
29 January 1964) 


Гетрега on canvas, 210 ж ІНІ cm 
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Tempera on canvas, (3H ፤ 350 cm 
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The Monastery of 
St Catherine at Sinai 


MARIA ۸35110۸11 AND ROBIN CORMACK 
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"The Glory о the Lord settled on Alount “лаг, 


EXODUS XXIV, 11) 


HE GROUP OF ICONS SHOWN HERE 
Госиясз on a major Orthodox 
monastic centre founded in the 
Byzantine period and still active 
to this dav: the Monastery of St Catherine on 
the peninsula of Sinai (fig.52), Sinai 15 
associated with well-known Old Testament 
events. According to the Book of Exodus (ПІ, 
1-5), И was on Mount Horeb and at the toot of 
Mount Sinai that Moses, while tending the flock 
of his father-in-law, saw the Burning Bush and 
heard the voice of God asking him to remove his 
sandals. Later in the same book (XXIV, 16) 
God appeared to Moses at Sinai, again on 
Mount Hareb, and delivered to him the Ten 
Commandments. The Prophet Elijah ts also 
associated with Sinai, as he took refuge in a 
cave on Mount Horeb. 

It is perhaps not surprising that such a holy 
place attracted hermits, who inhabited the area 
as carly as the second or third centuries АП, 
Pilgrims arrived in the following centuries and 
the well-known account of the Spanish nun 
Есепа, who visited Sinai in 383 and 384, 15 lar 
from unique.! According to tradition, in the first 
decades of the fourth century Helena, mother 
of the Emperor Constantine, erected а small 
church close to the site of the Burning Bush, and 
a pilgrims' shelter, from which a tower remains 
to this day. The growing importance of the site 
is clearly reflected in the decision of the Emperor 
Justinian to erect a fortified monastery at the foot 
of Mount Sinai on the site of the Burning Bush 
in the mid-sixth century.* This monastery was 
dedicated to the Virgin of the Bush, and its 
main church, the so-called АаййойКоп, in the 
form of a three-aisled basilica, seems to have 
been dedicated to Christ, The Aatholiton has 
preserved many of its sixth-century features, 


mone them the mosaic of the : 
111 11 " 111 ! и Hransliguration 
in the conch al Ми арыс, the wooden Carved 

doors that lead Ironi the narthex to the таш 


nave ап the wooden rool beams, А supplication 
lo the Emperor Justinian and to the 111110 
[из wile. the Empress 1 [со ога, [1] Ше በጥስ af 

а carved inscription m опе of these beams Allows 
us to dare the building of the monastery prec ግ 


between 5498 the year of Theodora’s death) and 
365 (the усаг of Justinian’s death). Another roof 
beam bears the carved supplications of the 
architect of the monastery, the Greek Stephanos, 
Irom nearby Elat, and his Family. | 
The Arab conquest ol Egypt 040 42 
brought the monastery into (ከር Egyptian 
political orbit, in which it remains today. 
This reduced pilerimages and caused а certain 
amount of decline, at least until the tenth 
century. The Muslims respected the monastery, 
and the Prophet Mohammed himself appears to 
have issued a deed for из protection in the form 
of an 'achtiname'. Moses is always recognised 
by the Muslims as a prophet and many pilgrims 
used to visit Sinai on their return from Mecca, 
The construction of a mosque within the 
monastery's walls, which was completed by 
1106, clearly testifies to the popularity of the 
place among Muslims, which persists today. 
‘The monastery was already attractive Гог 
pilgrims as ап Old Testament focus sanctus, 1 ከር 
fact that it was the repository of the body of 
St Catherine added to this. We cannot be certain 
when the body of the saint was discovered on the 
top of the mountain which bears her name and 
when it was brought inside the monastery. The 
translation of St Catherine's relics from Sinai 
to Rouen in Normandy in 1064 gives us a 
terminus ad quem. The relics of the saint that the 
monastery possessed were placed in a marble 
sarcophagus to the north of the diakonikon, to 
the south of the main sanctuary, where they 
started to exude oil miraculously. The earliest 
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Phe Latin practice il pilgrimage [() Милар, 


NT ХЭМЭЭГ 
which Най started in 504 with Egeria and was 
continueu by the so- alled Piacenza pilerim 


who ако г በ diary, anel others, 


(. 57! 
io become widespread over the centuries." 


ኒነ 
И reached its | limax in the thirteenth century, 


from 1099, Sinai had become part of the 
Ия. 


Latin kingdom of Jerusalem. This and the rise 


ӨГ tUe t آ0‎ 
wo main factors that appear to have contributed 


of St Catherine in the West are the 
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to the popularity of Sinai to Western or Latin 
pilerims Phe flaw ol pilgrimis to Simai is well 
documented in the extant number of pilgrim 
иез and риги narratives.” This was 
temporarily interrupted alter the Fall of Acre 

in ісін bul was to be continued a few decades 
later on ачтай єг scale. In the thirteenth centun 
Venice secured (ከዮ c pend ners of Sua ІП 
(ዘሮ. Û ургих, Antioch, Latakia, Jerusalem anel 
የሆነ ከ". Latin Шар could now use Venice 
as a transi station and travel wih Venetian 
ships to |а Та (ы Alexanelria Lann pilerimage 

to Sina) increased 18 the fourteenth and hlteenth 
( ۴11111158 1% 15 Дем umentercl ከኒ 111111017۰۳۳5 
accounts of pilzrims, while Orthodox pilgrimage 
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THE ICONS 
The Monastery of St Catherine today houses 
а most impressive number of icons, The 
collection represents all periods of Byzantium 
and later. In 1938 the eminent Greek scholars 
George and Maria Soteriou were invited by the 
monastery to compile а list of its icons. Almost 
twenty years later they published ther pioneering 
book on the icons of Sinai, in two volumes. 
Detween 1950 and 1905 an expedition to Sinai 
was organised by the Universities of Princeton, 
Michigan and Alexandria and headed Бу Kurt 
Weitzmann, This gave an inventory of 2,048 
icons and an impressive hrst volume on the 
early icons of Sinai.” 

Some of the icons at Sinai date from as 
early as the mid-sixth century and may have 
been donated by the Emperor Justinian himself. 
As it was under Egypuan rule during iconoclasm 
(730-9844), the monastery experienced no acts of 
violation against its holy icons. Four of the early 
icons were taken by the Russian Archimandrite 
Porphynj Uspenskij from Sinai to Kiev in the 
mid-nineteenth century.” Today they belong to 
the Bohdan and Varvara Khanenko Museum 
of Art.'? Two of these, the Virgin and Child 
(cat.314) and SS. Sergios and Bacchos (cat. 313), 
are exhibited here. Still in the monastery are 
the three larger encaustic icons of Christ, of the 
Virgin and Child enthroned between archangels 
and saints, and of St Peter; a number of scholars 
have proposed that these were gifts to the 
monastery from the Emperor Justinian." 
Thomas F. Mathews has recently argued 
that the Kiev icon of SS. Sergios and Bacchos 
was also a gift from Justinian in the mid-sixth 
century.'^ Attractive though these suggestions are 
for giving a possible reconstruction of the nature 
of the decoration of the Sinai monastery at the 
time of its construction, they remain speculative 
and depend on stylistic datings (with little 
comparative evidence) and on the idea that 
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Constantinople had already become the main 
centre of production of high-quality Painting, 
and ihal ICONS 1 h аз these were not Produced 
in the regions, This remains problematic, for ከ 
15 possible Ша Зу! 1:1. one ol the cult centres of 
SS. Sergios and Bacchos, was producing high. 
quality art in this period (sce the Antioch 
Chalice, cat. 19), as were other regions in the 
Byzantine Empire. 

The majority of icons shown here date from 
the late twelfth and the thirteenth centuries. 
Some are closely associated with Sinai, such as 
Moses receiving the Ten Commandments with 
the Burning Bush just before his feet (cat. 316). 
The icon with the Heavenly Ladder of St John 
Klimakos (cat. 329) is also linked with Sinai: the 
text of the Heavenly Ladder was written in the 
seventh century Бу the Sinaitic monk and later 
abbot of the monastery whose name it bears. 
The icon of St George with scenes from his life 
(cat. 315) belongs to a special type of icon (a cult 
image of a saint surrounded by scenes showing 
his or her miracles) that is better represented 
at Sinai than anywhere else. This icon has an 
inscription giving the name of its donor = a 
priest-monk John from Georgia in the Caucasus. 
Pilgrims and monks who joined the community 
came [rom near and far to Sinai. Five of the 
icons гот Sinai form a group (cats 318—322), 
and we believe that four of these, those with 
the Archangels Michael and Gabriel and the 
Apostles Peter and Paul, belonged to a Deisis 
register іп an iconostasis to which the royal doors 
(cat.322) with the Annunciation also belonged. 
The epistyle with scenes of the major festivals of 
the church was also made to decorate the screen 
of a chapel in the monastery or perhaps the 
screen of the main church (Kathohikon) of the 
monastery (cat.317). The question surrounding 
these Middle Byzantine icons now at Sinai is how 
did works of such great quality and importance 


come to be found in such a remote location? 





Were (hes 


made im Constantineple and then 
iansported over ihe desert, or did artists come 


ul work cor) 5114 : 5 Па Is i criam 18 лс Бий! 
(1] 7 


was а place oF sut h запешу and reverence that 


some al uie lest art of the period 1 have 
Беси «ссп as сърс КЩ? appr jp e lor деуойой 
and worship within из walls. 

Very few of the icons at Sinai bear 
inscriptionis ነነ ith the names of their painters. 
The earliest name ol a painter LQ appear оп an 
icon at Sinai is that of loannis, а Sinaitic monk. 
V he exact date of his ac пуйу is not given but 
he can be placed at the beginning of the twelfth 
century on the stvlistic evidence of the work 
ihat bears his sienature, a hexaptych with 
Menologion scenes, the Last Judgement, scenes 


from the Miracles and the Passion of Christ and 


a series of renowned iconographic types of the 





Virgin." The names of the painters Stephanos 
and Petros are left on icons which have been 
dated to the thirteenth century. There is no 
evidence to suggest that any of them was a 
monk at Зілді 

One of the icons signed by the painter 
Stephanos ts exhibited here (cat.316), but recent 
study has raised doubts on its thirteenth-century 
dating and consequently on the interpretation ol 
Stephanos as a painter. The subject of these two 
icons 18 purely Sinaitic as one of them shows the 
Prophet Elijah fed by a raven and the other the 
Prophet Moses standing before the Burning 
Bush and receiving the Tablets of the Law 
(81.ዓ10). Georgi Рагршоу has argued against 
the thirteenth-century date previously proposed, 
ancl doubts that the signature on the icon, 


written in Greek and Arabic. means that he 


[he painter Petros, 
icon with the Virgin 
Blachernitssa, 
Prophe t Moses and 
Patriarch. ۰01:15 
[I of Jerusalem, 
.۱294ء‎ Egg 

tempera on wood, 


54 х 37.5 ст 
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Fig. 54 

Martinus de Vilanova, 
altar рапс! wath 

Si Catherine, 1387. 
Ерр tempera on 
wood, 127.3 x 36.5 cm 


Marnaatery ol Si Caeni 
Sinai, Санын uf Irc 
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is the 10 r, Instead he states that the О" 
ob е paining and iie Arabie ኣባ belong to 
Ше second halb of the cloventh century, and that 
Sreplhianmos was chiming to be only the donar, 
ГІН conclusion needs further cise 11581011, ак the 
1154 rptions m both languages in the Moses icon 
reler to ‘Stephanos who painted your likeness’ 
111 Greek! and ‘Stephan ኤ wira pauntecd your 
virtues! (in Arabie МІ commentators have 
assumed that these two large ICONS were made 
at the Sinai monastery itself 
Ihe painter Petros is better documented, 
as he left his name on four icons at Sina." In 
all four the type of his signature appears in the 
form of Prayer of Petros the painter’, and thus 
и 15 obvious that he was their donor too. A firm 
date of his presence at Sinai 15 given by one of 
these icons (fim 53), on which the Patriarch of 
Jerusalem, Euthvmios 11, is depicted together 
with the Virgin Blachernitissa and the Prophet 
Moses, The patriarch 18 called ‘blessed’ in the 
1154 017 above his head, signihying that he 
was already dead when the panel was painted. 
Euthymios died during his visit to Sinai and his 
tombstone survives in the north-east corner of 
the Áatholikon, bearing the date 13 December 
223. It follows that the icon depicting Patriarch 
Euthymios must have been painted shortly after 
his death. 
The diversity of the collection at Sinai 1s 
clearly illustrated by an altar panel depicting 
St Catherine (fig. 54). An inscription in Old 
Catalan gives the date [107 апа the 11211116: 
о the donor, the Catalan consul in Damascus, 
Bernardo Maresa, who commissioned the 
work in Barcelona. The name of the painter, 
Martinus de Vilanova, is written on the back." 
An impressive number of icons dating from 
the thirteenth century have adopted Western 
elements to such a degree that Kurt Weitzmann 
was led to assume that they were painted at Sinai 


by Crusader artists who settled in the monastery 


ሩጫም . 
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11 painters who managed to execute icons in ዘ 


ol 5 - ای ان پا‎ ae 
thoroughly Western style (55). Syria, Palestine, 


Cyprus anc Acre have been proposed as possibile 
places where they may have wot кесі," 

The close connection between Sinai and the 
Sinaitic metochion dependency) of St Catherine, 
in Candia (modern Herakleion), Crete, which 
was under Venetian control from 1210 to 1609, 
15 теЙесісеі 1 the icons still surviving іп the 
monastery to tliis dav. The earliest of these date 


from the first hall of the Псел century апа 





bear the signature of renowned Cretan painters 
al the period, such as Angelos Akotantos 
Hc 1425: ንቦ] and Andreas Кижов (1421-44), 
Ciretan icons from later centuries are far more 
numerous but they fall outside the scope of this 
book, The impact that Sinai had on Cretan 
painters is Clearly reflected in the two views of 
Mount Sinai which Dormenikos T hieotekepoulos, 
better known today as El Greece, painted between 
с. 150 anc [5707 one ler thi Модепа 0 | 
and а second for the panel now in (ከር Historical 


Museum of Crete in Herakleion. 


Pig. 55 

Liruswler artisi, 
tritpseh with the 
Улгааа and Child 
Enibredaed and scenes 
[rom the Lale ol 
Christ arid the Virgin, 
mucl-thirteenth 
century. Ree tempera 
on wool, ci miral 
panel 36.8 х 47.7 cm; 
[е wing 53.7 X 

21.7 ст; ги swing 
34፡8 x 21 cm 
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Iconostasis beam with the = 
Great Feasts апа Deisis 
Sinar (7), around 1200 

Egg tempera and gold leaf 

on wood, primed with cloth 
and gesso, 152. х 38,5 сіп; 
25.8 × 38.5 cm (Koimesis of 
the Virgin) 


The Holy Мапамсту id За Сантис, Зет 
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419, ዴታ 19 
Deisis with St Peter and 
Archangel Michael 
білші 7, thirteenth cenam 
Tempera on wood, 
105,7 x 71.1 ርክ. (Peter 
[05.5 ж 75.5 cm Michael 


| yr H т Al Huser isl а 1 


379 THE MONASTERY OF ST CATHERINE AT SINAI 


EE وو و و‎ RARE 


THI 





5 MONASTERY OF ST CATHERINE АТ SINAI 


71 


БІРІҢ эг)» 
42 ). 22 | 
Deisis with Archangel 
Gabricl and St Paul 


! 
а 


Sud 21, Шинэс! 7 
| ems fal THI VA нні, 


ЖАШ) ("0011 | T 





n x |] "nin [811 
| || 4 | Ї [| 11] 1 
ГНЕ MONASTERY OF ST CATHERINE АТ SINAI 373 


THE MONASTERY OF ST CATHERINE AT SINAI 


292 











e a 


| 


ыг 


ҡ 
* 
LIT! 
+ 
+ መጫ - 
መመ n 
መ፦ ሮ 
= 
- 
rs ч 
А 
ኳ 
- — 
гай 


a 
в لے‎ 
га جج‎ 


ጨር) 


"TE 
ሥ 
4 
x а. 
S ا ہا ہیں‎ 
j e ;- — 


а AAA 1 
„е. Кы 
x 

ኒ 
тү ጋ 

=z 

а = 
^ 


тет 
" 
ж. 
Li 
E 
۴ 
3 
шэг 





ኒ ГИЕНЇМ! 


TET 
- гэр 
ту انتا‎ 
2 ae 
аз 
ud 
a 
= гара 
г i 
1 
3 4 
1 1 
OPEM 
T 
eit 
bi 
3 
a 
a 
Г. 
i 
l p 
| | 
ያ ፀ E 
ВЕ „ьа T, 
А 


፡ 
E C" 





е 5 


alogu 


4.9 
ЁС 
- 

































1 
The Beginnings of Christian Art 


I 
Jonah Сам Up 


Eastern Mediterranean, second half ol the third century 
Майне, 41.5 ። 36 x 18 5 cm 
Clevelarzl Ajuse uf Ага, | ен L “етене Fus, іы, түй 


2 


Jonah beneath the Gourd Tree 
Eastern Mediterranean, second half of the third cemurs 
Marble, 32,3 х 45.3 ። Е ст 
Cleveland Maram гй An, Ман 1, Arean Panl, قوم‎ zm 
акн аатта вертикала ነክ йт, Pori Weighs سد‎ p nnn 
"These two marble sculptures belong to à group 
af eleven small sculptures acquired in New York 
in 1965, за to have been found in south-west 
Asia Minor in one huge jar (Wixom 1967). The 
collection was of three pairs of male and female 
bust portraits and five symbolic pieces with 
Christian subjects. Each о the portraits seem 
ш represent the same figures, presumably а 
husband and wife, and probably aristocratic 
Romans converted to Chrisnaniry with a taste for 
high-class sculpture. One of the symbolic pieces is 
a youthful Good Shepherd, a subject used in Early 
Christian art to represent Christ The other four 
pieces are a praying figure, probably Jonah; 
Jonah swallowed by a great fish; Jonah cast up 
from the fish; and Jonah beneath the gourd tree. 
According to the biblical Book of Jonah, God 
told Jonah to preach at Nineveh, but instead he 


በሩብ by boat towards Tarshish. God sent a tempest 


and when the sailors discovered Jonah was the 


| cause of the storm they threw him overboard. 
со арау سا‎ даты шын 
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Table support with figure 

of the Good Shepherd 

Хаа Minor (7), тіні оаа centur 

Marble, 05% 24 = th cm 

The Ме език: Эгүлэ Cubur, А ፍህ of удаан Uh, Thevsak үйл, 
шилийн то hesalonda, wearer cometen, "акы داوس‎ camelos 

мап фасиль итаяқ EE priis 

This support was for an extravagant table. [[ has 
the image of the Good Shepherd on its main face, 
standing, wearing а short, sleeveless chiton and 
boots, He has short, curly hair and expressive 
eyes, His head is turned slightly to the right, In his 
left hand, now broken, he once held a shepherd's 
crook, and an animal sat at his feet, 

The marble plaque, which was supported 

by this upright, has not survived. The roughly 
finished reverse side shows that the table was 
positioned against a wall. Tt was found broken 

in the entrance of a tomb complex dating from 
150-400 (Makropoulou 1990, p. 337); vessels and 
food, required for funerary rituals, would have 
been placed upon it by relatives of the dead. 

Three such table supports wath the Good 
Shepherd have been discovered in Thessaloniki 
(Stefanidou- Пуспо 1985, по. 27, pp. 122— 5), 
this being the only one found in а cemetery. 

The piece probably comes from one of the 
marble tables made in workshops in Asia Minor 
in the third to fourth centuries. They were used 
in both private and public spaces (Stefanidou- 
Ттуепош 1990, p.205), though recent excavation 
finds show that they were also employed in 
Christian cemeteries. 

The image of the young shepherd had its 
origins in the Moschophoros (calf-bearer) of 
Antiquity, later evolving into an allusion to the 


peaceful, pastoral life; in the third century it seems 


to have acquired a new meaning, symbolising 
"The Good Shepherd occurs in third- to 


fourth-century sarcophagus sculptures (Paderborn 
2001, 80.1.1, p.78), and also as freestanding pieces. 


Atl Thessaloniki the subject is found in four third- 
to fourth-century tombs painted with Old and 


New Testament themes. (Marki 2006, пов 15, 49, 
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of the great rulers of (ከር 


Roman, 227 


over hisdead, captured ov hound ене nies, 

Darker shades of thuc ۲] ly сагүє, and 
polished stone ace ма for portraying the ( 
Шеп accentuatimg these against (he milky. 


background. All the lures are set ከ thie 


Пеш 
blue 
Зайн 
plane, then this Hat layer is ‘applied qo the 5 
تا‎ the 


рред steed 
who proudly tramples his enemies; The wa 


holds the reins in his left hand, and he hurls 

a spear with his right. He is dressed ina tunic 
and armour, and a cloak billows сац from his 
shoulders, His fect are clad in boots, Thick curls, 
fall around his forehead and on top of these is 

a diadem indicating his royal rank, 


LI 


base stone. The central position be ‘longs 
horseman 10111٥ his luxuriously equi 


In terms ol style, the cameo belongs to the 
middle of the fourth century, Everything that is 
represented can also be seen in the battle scenes 
depicted on the porphyry sarcophagus in the / 
Vatican Museum of Helena (the mother of 
Constantine the Great) that dates from the 
second quarter of the fourth century, It follows 
that the most likely identification of the rider iy 
Constantine the Great (306-47). This dating is | 
supported by the gold coins of 325/326, in which | 
Constantine ts also shown wearing a band round 
his head — perhaps an allusion to Alexander, | 1 | 


JELENA конпи: | 


5 E 
Head of Constantine 1, the Great 


325730 | 
Сая bronze, mlt, һешін 46 cm 


Қапалы! Muumi. Belgrade, Жм | 
пастела: вийти! lind 31 МА 
KLTE MEFERENCES Пеја (187, no 34 (|. Көші), Rimini 8፡5. "9 8. 
ли: Trier сено, їй 







This famous bronze head is part of the 
monumental gilded bronze statue ОГ | 
Constantine I (Gaius Flavius Valerius Musk ነ 














the square angular jaw, the long kin nose, 
the hair worn like a cap, always with the soft, 
thick curls framing his face, and the complete 
absence of movement. The eyebrows are ar 
and set above large, almond-shaped. eyes with | 
pronounced eyelids. Оп his head Constant 7 | 


coins. in 324 on. 
| In this portrait sculpture, the style cho! 

is highly. traditional, and the reason for this ‹ 
is to emphasise that Constantine is in the 0 
such as | 
[ከር е Great, Augustus ог Trajan. There 

indications in the face that he was ultimately 
to be celebrated as the first Christian 


h 
сара( atc кап гр бащи ከዛ with St Peter 
{таш 
ТШ ШЫ yil ol ۴ 
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በዜ ዞ the right side of a broken marble panel 
15 


which wis mac 
(the panel has а flared Greek cross resting on a 
(8! 


globe anil stepped base. On the basis of the design 
and measurements of the cross, this side has been 
reconstructed as consisting of two symmetrical 
crosses around а central motif, suggesting the 

origi inal size al the panel уулз Û ight Roman leet 

(гу cm) in length. This gives the size of the 
composition on the front face. 

On the right is St Peter carrying a large Latin 
cross with fared ends on his shoulders and raising 
his right hand in a gesture of astonishment. He 
wears the typical garments of the Apostles — a 
runic and а pallium = and sandals. The nose, now 
lost, was attached separately. A man walks to the 
left of Peter, stooping and with his head lowered. 
He is dressed in a short, girdled tunic and short 
boots, His arms have broken off, but the joins 
show that they were extended slightly. 

The lost depiction may perhaps be 
reconstructed with the aid of a miniature in the 
purple codex from Sinope (cat.40). The image on 
fol. 29 represents the healing of the two blind men 
of Jericho (Matthew хх, 30 —4). The bent walking 
hgure in the relief would then be one of the blind 
men who begged Jesus to heal them. Jesus himself 
must have appeared towards the centre of the 
image, More Apostles would certainly have stood 
behind him on the left, witnessing, like Peter, 

a miracle that revealed Christ's divinity. 

The relicf was found in 1889 near the town of 
Alacam, the Byzantine Leontopolis, on the Black 
Sea coast. This indicates that sarcophagus fronts 
were exported from Constantinople to the 
provinces of the Byzantine Empire. 
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le asd sarcophagus front: the back 
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Relief with besieged city 
ا‎ fifth century 
Wood, 45 x 34 cm OR 
Ка pe айл, Spurr өз lcm ር 
rane, sind fe 


Now 
ед یں‎ '898, na х, тб. 


This enigmatic carved relief has its upper and 
lower Irames intact, and may be one section ofa 
Sequence of scenes, To the left of the city gate the 
Byzantine army arrives at the city with a soldier 
carrying the labarum ~ the i army standard 
adopted first by Constantine and displaying the 
first two letters of Christ's name in Greek, xr. 


1979, mo ба, p Beca (А Пинк. 


The same monogram 1 displayed in the sixth 
century onthe shield of one ef the soldiers in the 
шан with Justinian at San Vitale, Ravenna 
(፲፪. 1). The стичту on horscehack ور‎ ling белген 
oll or killed; their leader wearing duidems hang 
on forked! stakes ewside ihe c ity wallon the right 
The troops defending the city Manel along the 
walls and above them an the ишш in the сиу. 
At Ше topon the left are monumental (илиг, 
possibly saints protecting the city Brilliant, in 
New York 19709). 

The difficulty in interpreting this victory 
scene is to decide whether it records some 
historical event, perhaps in the history of Egypt 
from where the relief comes, or whether ዘ 15 
biblical, but portrayed through Byzantine eyes. 
Similar realistic imagery of battle is found in the 
tenth-century Byzantine manuscript known as the 
Joshua Rotulus (Vatican Library, сойгра вт. 431, 
which is also derived from Roman triumphal art 
such as the Column of Trajan or Marcus Aurelius 
in Коте or the Column of the emperor Arkadios 
erected in 400 at Constantinople. The tenth- 
century manuscript shows the many battles of 
Joshua in the Holy Land. Brilliant (New York 
1979) points to the rescue of Gibeon (Joshua x), 
who defeated the five kings of the Amontes and 
hung their bodies on trees, as а possible 
identification. 
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Part of a mosaic pavement with 

personifications of the months 

Thebes, carly sixth century 

Stone and marble, 340 ። Бі cm 

The Hellenic Minisrry o Culture, тат! ЇЕ рбёнизаг od Byzantine Annaa. Chalk 


recvraaece excavated in Thich 
ELECTED кєк ENCEI Anaka 4:37, qus کو‎ 15770, рін 25" f. 


EIL سے‎ MM OH Hio pica PER D 57ቤ,8ፎ 5፡7 4፡፡ 

This ва part of a larger mosaic pavement found 
in fragmentary condition in Thebes. It probably 
comes from a rich private house (Lazandis 1965, 
p.253, pls 310- 14) 

On three sides = east, west and north — is a 
rare type of frame, consisting of one wavy band 
through which pass two straight bands. On the 
cast side the frame is interrupted by an inscnpoon 
in a tabula ansala, іп a fragmentary state: 

_. | ATOMOPOHN!... MONON OYA ATE ГНРАС / 
„„ХМНПАМТА TEAECCEN АПЕР МООС 
ЕМОЕТО XEIPI / 

Because of the fragmentary state of the 
inscription, it cannot be completed securely. 

Only line 3 could be rendered freely as 'ከር 
executed ай with his hand, as his mind dictated’. 

The main subject consists of two panels, each 
with a different representation. In the north panel 
are four squares: surrounded by a three-strand 
guilloche, each enclosing 5 репобикацод of a 
month, identified by inscription and characterised 


by lively movement. February holds à pair of 
ducks, Ари a sheep, July shewes of wheat, while 
the corresponding object held by Мау has been 
destrowed. Inthe south panel is a hunting scene 
ina rocky landscape, with a hunter and his 

hone pursing prey, while à man with deformed 
leatures named Akkolos 18 shown with his back 
Палас ص‎ this scene; This soutli panel is framed on 
the east and west sides by elose-packed squares in 
vertical arrangement forming à cham, while on 
the поп side, im place of the frame, is an 
imc r pn: 

AHMHTPIOC FNIPANHC TE TO MOYCION MOEI 
АНМНТРИ С МЕМЕММОНСАС ТИМ ГРАЯЯНЫ 
ТАҮТНС А УПОУРГОС ۴ 
EYNOYCTATUOC! 

ПАҮЛОС AE MANTAN AITIOC ТОМ ЕУПРЕПЕХС) 
ЇЕРЕҮС TE KAI ETON ЛОГОМ ۸۱۸۸۴ 
(Demetrios and Epiphanes made the mosaic, 
Demetnos designed it, Eprphanes executed и with 
great care. Responsible for che whole work of art 
was Pavlos, priest and teacher of the divine word.) 

Тһе similarities between the Thebes mosaic 
and mosaics in the basilica at Delphi and the 
basilica of St Nicholas Hypate have led to the 
identification of a workshop of mosaicists m 
Central Greece (Sodini 1070, p.745: Spire 1978, 
pp. 209-11, 232-4, 305). The activities of this 
workshop, or at least its influence, extended to 
arcas further аве 4, аз is attested by the rare 
frame type with из undulating band passing 
through rwo straight lines, and the frame with 
the dense, vertically placed squares forming 
a chain pattern which are encountered in 
a building in Megalopoli, in the central 
Peloponnese (Asimakopoulou-Ataka 1980, 

p.240; ^simakopoulou-Atzaka 1987, p.74. по. 17). 
The stylistic relationship between the mosaics in 
the building at Megalopoli, the basilica at Delphi 
and the building at Thebes is significant too, in 
the treatment of animals and, primarily, human 
figures. Outlines arc emphasised and the details 
of the faces are rendered in the same manner: 
small mouths, boldly outlined eyes, noses with two 
lines. The personifications of the months and the 
hunting scenes were popular in carly Byzantium 
and appear frequently on tesscllated pavements 
(New York 1979, p.271). 

The importance of the Thebes mosaic, which 
can be dated to the early sixth century, lies in the 
considerable artistic ment of the workshop to 
which it is attributed, and to the fact that it 
records the names of two mosaicists, Demetnos 
and Epiphanes, Surely leaders of a large team 
employed in various regions, they are among 
the very few named mosaicists known from the 
Early Byzantine period. 


ЕЛПЕМТА COROLTESI-IBE 0ا‎ E TESLACTEER. 
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Tomb with wall paintings, including 

Susanna and the Elders 

Theecloniki, carly fifth century 

Tomb and detached fresco, 2፡2 » (44 » 17 cm; 170 « 122 ነ cm 
The Helles ЭМишигү of Сайпаг laren of Нутаахиыг وت‎ 

1ከፌጠፌ1. wr የ7ላ-ዘ 

Fens ти илла 50317۳515 СЕЕ РУ 

8817 "ገፕኹ 888፻፳፳ካ፡፻8- Мате на. Titi нова, Warks мә үз ің A 
hs ajia, pls موہ‎ бта 

This [resco comes from a chamber tomb on whose 
western wall was portrayed the story of Susanna 
and the Elders, The tomb walls are divided 

into two areas, the lower decorated with 
representations of slabs, alternately stale- and 
rhomboid-pauerned, and columns at the corners, 
which terminate in pine cones and are rendered 
half оп one wall and half on the other. The slab 
on the eastern wall features a lattice of rhombi, 
while оп part of what survives of the northern 
wall, above a scale-patterned slab, two trees are 
depicted. On the western, narrow side of the 
tomb, which hosts the main theme, above the 
scale-patterned slab and the columns, two wide 
bands, in green and orange, represent the ground 
and give depth to the painting. 

The central scene 15 bordered left and right 
by two trees that lean slightly towards the centre, 
following the slope of the ceiling. In the middle 
of the picture, a female figure is depicted, upright, 
full face, her hair carefully arranged, her legs 
relaxed, with one of thern extending beyond the 
border of the painting, resting on the slab. Her 
hands are raised in prayer. She wears a reddish- 
brown chiten and a dark-coloured dalmatic, and 
їз framed left and right by two men shown in 

profile, dressed in chitons and himatia, turned 
towards her and regarding her harshly. 


of usann; whom two judges accused of adultery 






that she be put to death. Susanna 











leaf one figure retains the mounting of the pin 
and safety chain. The three seated figures are 
identified as personifieations of the cities of Rome, 
Constantinople and Alexandra; Antioch (іні 
exhibited!) is the fourth. The four form two pairs 
of nghi- and Icfi-hand figures, respectively, 
Коте and Constantinople wear crested helmets, 
while the other nwo wear mural crowns, а type 
of garland awarded (6) the first Roman soldier to 
scale the walls of à besieged town. The ornaments’ 
им удаа! attributes vary. Rome holds an upright 
stall in one hand while the other rests on a shield; 
Constantinople carries a patera and а comucopia; 
Alexandria holds sheaves of grain and rests her 
foot on а ship's prow; and Antioch, based on а 
famous work (of 296 nc) by the Greck sculptor 
Eutychludes, holds fruits and sheaves of grain 
while a personification of the River Orontes 
emerges from beneath her. The foundation 
of the сиу of Constantinople in 324 provides 
а lerminus post quem Гог the creation 
of these ornaments. 

The grouping of personifications or tyches 


was associated with the emperor and Late Antique 


bureaucracy, and these ornaments may have been 
insignia of a civil or military office that has not 
been identified. The people who owned the 
Esquiline treasure, Turcius Secundus and Proiecta 
Turcii, belonged to a family whose members held 
various high positions in Rome. The four 
ornaments are thought to have been mounted 

on a sedan chair. 
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CRISTOFORO BUONDELMONTI (г.1485-г.1430) 

Liber insularum archipelam | 

(Book of the Islands of the Archipelago) 

Ghent, 1482-85 

Ink and paint on parchment, 35.5 x 25.5 ст 

The Бий Library, London, Arundel gy оо 

FROVEXAXUE- е Marrcanees ji¬ elk, abest نک لٹ‎ ኪባ, Ghent, 
d (s; ММН, ав! Емі of Arundel, qih Earl of Surrey 


amidy 
8651 үй Кап} کہ‎ Маг, an deqe and рсйизан: Howard (най 


fh Duke 48 Norfolk, preserées] و‎ the Royal Society in (667, the Royal Sedan 


DIE Md መን eee IR 
The first ‘bird's-eye view" map of Constantinople 
was produced by an Italian visitor, Cristoforo 
Buondelmonti, in the early fifteenth century. 
observations in descriptions and maps айа). 


















Fhe illustrated text prover exiremely popul 
| i йг, 


anel numerous medieval copies survive, Pics 


now im the Trish Library, London, رر‎ shown 
altermately mi the exhibition: а small Italian 
copy, amd ዘ more lavish one made in Ghent fo, 
Raphael de Mercatellis (1437 — 1508], abbo of 

31 Bavan, ап illegitimate child of Philip the Good, 
duke of Burgundy, who assembled the first атеш 
humanistic library im Flanders, 

Despite its title, the Liber mininin also 
includes а description 61 Constantinople, perhaps 
because the city was the centre of shipping in the 
region. Buondelmonti's map corresponds directly 
to his deseriptien of the city, For example, he 
notes that Constantinople is ‘triangular’ and 
comments on its strong surrounding walls, He 
emphasises the great height of the dome of the 
Church of 8t Sophia, which is clearly visible as 
the largest building in the city in both copies of 
the map. Other important sites, such as the 
Hippodrome (directly to the south of St Sophia, 
are also clearly visible and labelled. These maps 
are remarkable survivals of an evewitness view 
of Constantinople before its capture by the 
Ottoman Turks in 1453. 

KATHLEEN DOYLE 
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From Constantine to Iconoclasm 





12 
The Projecta Casket, from the Esquiline treasure 
Rome, between 336 and 6و‎ 


Silver embossed and partially gil, 28,6 я 55.4 х 43-2 cm 

The Trusiees of the British Museum, Lonalen, aia 8845. irag 1 

кемесі RUFEXESCEX 5ከ፳186ቪ olli, тий 1, pp. Teh: Baner 2997. ңі aoa -ag 
The Projecta Casket is iconographically perhaps 
the richest surviving object of Late Antique 
silverware. Made in the form of two truncated 
rectangular pyramids, joined at their bases, every 
one of its nine exposed faces is decorated in the 
repoussé technique, Only on the back is gilding 
not used, The casket was probably employed for 
the toilet of the lady of a grand house. Its base 
depicts servants carrying accoutrements of the 
toilet in an arcade of alternately pointed and 
curved arches. At the centre and in the front sits 
the lady of the house pinning her hair with her 
right hand, while the maid to her left holds up ። 


mirror. This gesture is emulated by the nude 
Venus in the mythological scene on the lid above: 


before whom a centaurotriton also holds up А. 
mirror, On the top, in a wreath held by two 

cupids, the man and woman of the house appear. 
in their finery. At the back of the lid is a domestic 
scene that has been interpreted as a procession (0 
the baths or the procession of the bride to her 
wedding. An inscription, possibly contemporary — 


with the objectis making and certainly Late 
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рус with Clementinus 


Constantinople, 814 
эгч each leaf ig ٭‎ 12.5 cm 
ብባ] ne hu 

а 1 ай. Кегін антені шиит, si abe 
кле ай еле jal | км ከሀ Neg lin вх чигт aga даи, 
онч [sait 3.88ኬ/ኩ Nc И Ши түаг Has پر‎ ሁል اس‎ 
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ኤት 
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jap Maver فا‎ ө ኣነ Шы, rus سز رہ‎ Мани 1825. қр. کو‎ ge Ін 


TANI ақта | 
ath ریو ا ا‎ 18, Lemon ігі, ጾ። ۷ ጽና አደሪ Ig. بس مد‎ 
جو‎ mit өн үл, ew Үні пузо па îl ÛÎ Û ume rmi Cmm mom йїп; 
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Every усаг on 1, January, the city of 
Constantinople appointed a consul to serve for 
onc year (as dic Rome). This was an honorary 
post, and the principal duty was to arrange 

a week of entertainments for the people of 
Constantinople, including a day of chariot-racing, 
two days of animal combats in the Hippodrome 
and two days of theatrical performances 
(Constitutions of Justiman: Scott 1932, p. 17). 

This diptych commemorates Clementinus, 
consul for 513. The two leaves, which duplicate 
their imagery, are full of messages about hierarchy, 
wealth and power, Clementinus sits enthroned on 
ከ8 hon-headed consular throne, with the attributes 
and dress unique to his position, His name and 
tides are spelled out in Latin (still the official 
language of the empire) in the fabula ansata at the 
top of each leaf: rL(AvIvs) TAVRVS CLEMENTINVE 
MUOMONIVS CLEMENTINVS, V(IR) памета) COMES) 
ЗАСВГАВУМ) LARG(ETIONVM) EX CONS(VLE) PATRIG(IVS) 
ЕТ CONS.) GRDEN( AR VS) (Flavius Taurus 
Clementinus Armonius Clementinus, Illustrious 
Man, Master of the Sacred Largesse, former 
: ‚ Patrician and Consul Ordinary; his name 
5 also spelled out in Greek in the monogram 

his head). He watches over boys pouring 
coins and ingots from sacks to demonstrate 
5 و‎ generosity. As Theoderic, 
RIS "ae king of Ішу, wrote to Felix, consul 
8 in 511: "This is an occasion where 
in 6 cars praise... where one gains 
“5004 opinion all that one loses in wealth’ 
جم‎ rus, Var, Ш.о; cited in Cameron 
C coo 1982, p.139). To either side of 
and fs: Unus stand personifications of Rome 
3 دارمماسا ا‎ His apparent dominance 
ኮብ only by his acknowledgement of two 
СЫ: authorities, shown at the top of the leaves: 
hrist, represented by the Cross, and the imperial 
Couple, Арас, ЛТ!” Е 
» Anastasios and Ariadne. 














| The diptych survived because it was reused 

іп Fe un the Church of Si Agatha in Rome 

to record Greek prayers ommemoraimg the 
accession of Pope Hadrian 1 772-95). There меге 
inched on the reverse, Spaces at the bottom of the 
mscription were left for images to [ር glued to the 
surface: on the left was an image of John “the least 
priest of the church of St Agatha’ before the 
Mother of God, on the right Pope Hadrian | 
before St Agatha (Maskell 1175, рр-з oj. 

The fine marquetry frame probably cates to 

the eighteenth century, when the panels were 
mounted in reverse, 
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Ivory diptych leaf with a сетива 
Rome or northern Нав, early filth century 
Ivory, 2€:4 ። 12 коб cm 
Marsonal Меза Leerpad, Мая rra Museu ы piga 
Faia Fui የና«9ዘበፎብ ац illa an Миг collectum il P4; Де «шингээн 
Макин. the leaf тыйксгтрегинЇү paaued throng thee hanik af Varani በ. ага 
амат Евүггүйлү ہماسا‎ m final owner, эвгүй! Mayer бе BEL the Lrvrrpesd 
cede, гез йек ani] جدع ۔مصعاقو‎ በ на 1,፡ባ።ዶ፤ m fly 
888 ТЕП 8##88፤ካርር8 Fake (йл, ዘፀ #9 በጠ 1124, паа ы. Пет 
шен, nus уН, енін мн, ша із) Wallach нүуб, ne و‎ Kittinger пг. рї ур В, 
үйлээ, New Werk куу 8፡84 (5. A Унага, Camere rilis, pp а-та; Frankie 
аштв-А аиа 1444, кез. 227, Caan iggy, no 7, London ባባዬ твп. 44 1А. Eaman 
“Ойтсийнэгэг inu, pl aH 
This leaf from an ivory diptych (whose other half 
is now lost) clearly establishes the intimate link 
between entertainments, spectacle and power in 
the Late Antique empire. At the top, three 
unnamed figures in senatorial robes sit in an 
claborately decorated box at the arena. The 
central figure pours a bation to show his 
responsibility for the event and its ritual 
importance, He presides over a venatio, а stag 
hunt. This is shown in an overlapping narrative 
below, which moves from the rampant stag at 
the bottom to the dead animal lying at the edge 
of the arena below the senators’ feet. The evident 
virility of the stags emphasises the bravery of the 
huntsmen, who are shown emerging from doors 
into the arena (one of which has a depiction of a 
victorious hunter on it) with no protection apart 
from their spears. 

The emphasis on the hunting, rather than 
on the three presiding officials, reflects both the 
expense of these lavish entertainments, and the 
degree to which prestige was measured by their 


‘success and spectacle. The entertainments were 


free for the citizens to attend, and were judged 


by the exoticism of the animals that were 


displayed, and then killed, in the arena. The 
letters of Q, Aurelius Symmachus concerning his 
son's quaestorian and praetorian games of 394 
алд 40! show that diptychs and other gifts were 
used to advertise families’ involvements and 
consal idate alliances among the élite of the 
empire: Tc is а solemn and delightful obligation 
for quacstors candidats to present s customary 
gifts to people of consequence and rie menda, 
in which number you are naturally included. 


Г i መመመ 


So Гойег you an ivory diptych and а small silver 
bowl weighing two pounds in my son's name, 
anc 1 beg you to accept this token of respect 
with pleasure! (467.76, cited in Cameron 1992, 
pr ita. 

The date and origin of the ivory is established 
by its close stylistic and iconographie link to other 
mones, such as the Lampadi ivory in Brescia, 
which has a similar form but shows chariot-racimgr 
(Volbach 1076, no. 54]. 
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Leaf of the consular diptych of Basilius 

Rome (7), 541 

Ivóry, 34.5, * iq cm 

[8ጡ፳የዛዛህበ on the architrave: awrc( rus] такт (иа) лами) 
Вла ИН Vim пі линии) 

Kage зрана per d የኒ፣ Мими Белет, Masc Nasiostale 

dil Range tiri. Florence, йай нө АЙ 

FRYE OR ሽጡ ва the {Тын Carry Farrar, bev comme 

аны НЬ‏ دمصسطال دا 

miseram ar Осбингүй epis) ин دجما‎ үй бу: келші aad СОА 
муул, ни ገቦ, ከጄ 19: Унаж нууб, тн л, үл, үй. у, Мж Yr нү, nn |7, 

የዩ ፻፲ ПД C anderson, Canero اس‎ Schauer ий; Ulcrewkotirr 209, nil, 
ЁРЫ ጆዉዛ፦%፥።ቦ 

This ivory із the front leaf of a diptych whose 
rear leaf is kept at the Castello Sforzesco, Milan 
(New York 1979, no.46, pp.47 8 [J. C. Anderson]; 
Olovsdotter 2005, pp. 34. 40, 110 14). Believed for 
а long time to belong to Basilius, consul of 480, 
the diprych has been recently assigned to Basilius, 
а member of a renowned Roman anstocratic 
family, who assumed the eastern consulship in 
541, а few months after the re-establishment of 
the rule of the Eastern Empire in Italy (Cameron 
and Schauer 1982). Carved in shallow relief, 

the standing consul holds а sceptre, probably 
recarved later at its top, and the mappa. The 
personification of Rome embraces him by the 
shoulder and holds the consular fasces. The lower 
register comprises a scene of four chariots racing 
around the spina of the Circus Maximus and а 
man holding a codicil and pointing out the upper 
scene ша youth, The ground 15 bordered by 

a Lesbian moulding, ап architrave supported 

by two columns runs along the top. 

The diptychs of Felix and Boethius 

(Volbach 1976, nos ? and 6, dated to 428 and 487, 
respectively) may have been the models for this 
work. The embrace of Rome, ап act of distinction 
and fnencdship, indicates the consul's close 
relationship with the ruling class of the old 
capital. The chariot race corresponds to the same 
scene in the Lampadii ivory, сг. 00 (Rome 20004, 
по 55. pp.445- 7; Mariotti 2007, p.255). The pair 
of the рану and the youth has parallels with the 
men acclaiming Ше consul in the Halberstadt 
diptych or Rufius Probianus in his own diptych, 
both dated to the carly fifth century (Volbach 
1976, nos ዓን and Ge), The panel should be 
assigned to the sixth century: the rendering of the 
fasces із similar to the Philoxenus diptych of 525 
(Volbach 1976, no.28) and the sharp, flat and 
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schematic rendering of the figures postdates the 
above-mentioned filth-century зогс. 
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Diprych with Asklepios and Hygeia 

сете, г. 400—890 

Богу, cach beal 11.4 = 13:49 ። کہ‎ cm 

“айгаа! እ. Ligel, Vos] Lax 4 Miscinti ቹ 44 
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Asklepios and his daughter Hygeia were two of 
the great healing figures of Classical Antiquity. 
According to legend they were granted 
immortality by Zeus because of their medical 
skills. Тһе main centre of their cult was Epidauros 
in the Peloponnese, but it spread across the 
Greco-Roman world, and included a mayor 
temple on the island in the Tiber at Rome 

from 291 nc. 

Asklepios в shown leaning on lus main 
attribute, a staff entwined with a single snake, with 
a bucramon (ox's skull) below. He is accompanied 
by his son Telesphoros (a symbol of recovery: his 
name means ‘bringing fulfilment’), Hygicia leans 
оп a tripod (symbol of Apollo), around which 
another snake is entwined; she offers this one an 
egg. At her side stands Eros, and other symbols of 
frame the figures. The blank tabulae at the top of 
the plaques (and the front of the plinths at the 
bottom) once held inscriptions which presumably 
indicated the commissioners of the diptych 
(fragments of letters are visible in Connor 1998, 
pl.vin), but this would have been supplemented by 
whatever was written on the wax on the recessed 
interior of the diprych. The subject-matter and 
belong to the brief, self-consciously archaising 
revival of pagan forms and images that took place 
in Rome around the year 400 (compare Volbach 
1976, по.55)- | 

"The plaques seem to represent images of 
ce D ДХ Gibson 1994, pl. vta). 

| figures and by the projection of the edges of 
Asklepios’ plinth and the base of his staff over the 
floral border, the subile hint of perspective, and 
‘the layered depths of carving (receding back to 


ia awa de head шан. 





after the withdrawal of publie һин ۷۸ 
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Plaque with Apollo and Daphne 

erhape from Egypt, МИ or uxth century 

kor. 18.23 x Aon 
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This panel is an example of Late Antique 
Hellenism within the Christian empire isee 
Bowersock 1990), It shows Apollo holding a lyre 
and accompanied by a swan with Eros flying 
аБоме him, аз he approaches Daphne, who is 
already turning into a bay tree. The imagery 
celebrates mythological subject-matter, including 
an ancient deity, іп а stokingly Hellenisimg 
manner that insists on full-frontal nudity for both 
figures. None of this appears to have been 
problematic for a Christian audience, so long 
perhaps as such items were kept in the domestic 
sphere (and not used in church). It may be that 
the only really offensive pagan-related imagery 
would have been scenes of sacrifice, which are 
hardly attested at all after the fourth century. 
Dur visual evidence for this kind of iconography 
in Late Antiquity = which includes textiles, small- 
scale marble sculpture, silverware and mosaics аз 
well as ivories - extends at least into Middle 
Byzantium, but relatively little *secular' work 
survives from the later period. 
JAS ELENER 
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Plaque with Nereid with fruit-filled basket 
Animal bonc, 4B x 14 cm 

етай lineum, Adhere, irna 16747. Gill of Lindkas ጩክ 

AELBCTER ателие Moran 1975, وم‎ i, 10, тө rU plaga, 
1፡ህዛብቴኩ.1መ፡ቴ moos, pog, тыз. ,جو‎ pl Ha 

The right-hand side of this plaque is broken. 

It bears а hole for nailing it to à wooden casket, 
similar to one in the Walters Art Museum, 
Baltimore (Loverdou-Tsigarida 2000, pl. 14). 


Caskets were used for the safekeeping of jewellery, 


documents and other objects, and were buried 

with their owner in the grave. The principal 

centre of their production was Egypt, and 

particularly Alexandria (Loverdou-Tsigarida. 
2000, рр.57- 8), where the largest number 

of such plaques has been found. 


combines incision and carving (Loverdou- 
Tsigarida 2000, рр.156- 65), represents а 


recumbent female nude with uplifted torso, 
onde her bent right arm and turning her 


ards, She stretches out her left hand, 


that date in 1950. 


which Indds in check the сине | the iplo, 
povari a basket ob 1111115 in front of her Мин 
lesed legs. 

[he {шшс à Nereid, а subject from ihe 
iconographic сүсіс of the *marimc Mihai, which, 
together with the “Dionysian cycle’, decorates the 
group ӨГ bone plaques in bas-reliel [ከሩ subject 
is linked with the birth of Aphrodite and the 
daughters of Nereus, the Nereids, who form her 
retinue, This type of Nereid, which is very widely 
disseminated 18 Late Antiquity, is encountered | 
both in monumental аг, as on sarcophagi or 
mosaic pavements, and in the minor aris 
(Loverdou- Tsiganda 2000, рр. 85, 175 - Йо), 

The spread of the Nereid motif in this period, 
notwithstanding the prevailing of the Christian 
religion, is attributed to its propitious symbolism, 
which is associated with the journey to the Isles | 
of the Blessed, where the Nereids accompanied 
the mortals and which Christians had linked 
with Paradise. 


KATIA ОКЕН ОС е TEHZARTIA 





19 
The Antioch Chalice 


Byzantine, from Syria, powibly Kaper Korann or Antioch, 
first half of the sixth century 


Silver cup set in footed silver-gilt shell, height 19-7 cm 
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Formed of a simple silver cup encased within 

an elaborate inhabited grapevine rinccaux 
patterned shell, the so-called Antioch Chalice 
has been an enigmatic work since its discovery 

at the beginning of the twentieth century (Evans, 
Holcomb and Hallman 2001, no. 104, рр-214 15) 
Originally, the cup was argued to be the Holy 


Grail used by Christ at the Last Supper with its 


shell dated to the second half of the first century, 
The twelve seated figures inhabiting the shell's 
grape-laden vine were identified as being two of 
the earliest portraits of Christ and of ten of the 
Apostles (Eisen 1916, рр.426-37). The vessel was 
shown as the Holy Grail at the World's Fair held 
in Chicago in 1933, although by the 1920s scholars 
had begun questioning its date (Morey 1925, 
pp.73- Во; Jerphanion 1926; Wilpert 1926, 
pp.1ro—41; Peirce and Tyler 1932, рр-69-71): 
The vessel was exhibited in the first major 
exhibition on Byzantine art in Paris in 1931. 
as a fifth-century work and acquired by the 
Metropolitan Museum of Art as a work of 


The vessel is now considered to be a standing 
lamp of the early sixth century, an identification 
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kiha Paten icat 
Antioch, the vessel has also been identified with the 


Church of St Sergios near Kaper Komon in Syra 
Baltimore ну, nio. 40, рр 184 7: Mundell 
Mango 1988, pp. 163- 77; London 1977, по, ц, 
73 ‘The recently discovere il, large Early 

r decorated with an unusual 


му. Originally connected with 


hristian ewer in ‘Tne 
number ef men in tunics with clear Christological 
connections outside ob established iconographic 
concepts emphasises the difficulty in identifying the 

imagery of unique Early Byzantine objects (Trier 
pp. 382- 5 with illustrarions and no. ii.i 


ит], 
|А. Kaufmann-Heinimann and M. Martin]. 
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እ ዘክ. with the Communion of the Apostles 


Conantinople or Syria, ነነ 78 
Silver repousse wiih gilding and inscription іп nell, 
Шшинчг 35 ۱ 


(кешене Сніз, Wangan DC. ізет Calli cm, ጸያ dq. رز‎ 
ago ver cec Шы i 
سم‎ xut, radey وو‎ шепти ich, nus وی‎ Lam Алм се gini, iv 17 
Behind a clothiscosered altar, the cross-nimbed 
figure of Clirist, shown twice, administers the 
bread on the right and the wine on the left to two 
groups of Apostles, They stand on either side of 
the table bearing a chalice, a paten and two wine 
skins. In the exergue below are more linurgical 
vessels. The architectural setting controls and 
unifies the vivid narrative created by the animated 
Apostles. The two spiral columns that support an 
architrave with a shell niche mark the “holy space" 
“Айс sanctuary reserved for the two figures of 
Christ, This symmetrical composition representing 
the Communion of the Apostles is inscribed into 
the centre of the paten; the inscription around the 
rim reads: ‘For the peace of the soul of Sergia, 
daughter of loannes, and of Theodosius, and for 
the salvation of Megalos and Nonnous and of 
their children.” The control stamps with imperial 
Portraits and monograms on the reverse of the 
paten are those of Justin П (565-78). 
| Patens in different sizes were used to 
display and carry Eucharistic bread. Only a few 
preserved plates represent the Communion Rite 
itself. А similar depiction of the Communion of 
the twelve Apostles is represented on a paten in 
the Istanbul Archaeological Museum. 
Silver vessels were gifted to fulfil a vow, or, 


as in the case of this paten, to obtain salvation and 


commemorate the memory of family members. 
GUDRUN wim. 
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Ivory with Arc ТТ! 
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This exquisite ivory leaf of an archangel 
demonstrates the existence of a clissicising, 
naturaliste style in sixth-century Byzantine ап 

It is the largest single piece of ivory to survive 

from Byzantium, and one of the most 
magnificently carved. The archangel, with a tall 
sceptre or stall in his left hand, holds out an orb 
surmounted Бу a cress in his right. He appears tà 
loom forward in front of the Muted columns on 
either side, even though he stands on steps that 
recede behind them: it is a fine visual balance 
between the materiality of the image and the 
incorporeal nature of the angel. The image's 
success lies in the overall grace of the pose and the 
sensitive drapery folds of the angel, as well as in its 
many fine details: the patterned cuffs, bows on the 
sandals and the careful delineation of feathers, 
These are matched by the intricate carving of the 
arch over his head and the fluttering nbbons 
extending [rom the wreath around the cross. 

The archangel would have offered the orb to 
asecond figure, presumably an emperor given its 
imperial connotations, on the now lost left leaf of 
this diprych. Close comparisons in the carving 
technique of this ivory and of those produced for 
Justinian when he was appointed consul in 521 
(Cutler 19848, and Justinian's known interest in 
the cult of the Archangel Michael (Cormack 
20004, p.45), suggest that this was produced for 
that emperor, possibly on his accession to the 
throne. 

The inscription, a line of iambic trimester, 
at the top reads; AEXOY ПАРОКТА КА! 
MAGON THN АГПАМ, but its translation is 
contested: "Receive this suppliant, despite his 
sinfulness’ (Cormack 20004, p.47; implying 
imperial humility}, “Accept present circumstances, 
even understanding their essence’ (Wright 1977, 

pp.7- 9, a reference to Justinian's accession in 
527); or "Accept this gift, and having learned the 
cause" (Cust 1902, p.55). All hypothesise an image 
of the emperor, or a second line of test, on the 
missing leaf to complete the sense of the message. 
On the reverse is a fragment of a seventh- 
century Syrian liturgical text in Greek, which 
suggests that it was still in the eastern part of 
the empire at that ume. 


ANTORY EASTMONSD 
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Ivory with Adoration of the Mag 
Kasten Мінет, best Та 61 the ush century 
ከነ. 652 ۷ھ‎ 
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This ወነ plaque is dominated by its imposing 
central ከርዝ of the Virgin. Mary, cradling the 
Christ Child on her lap, i$ much the largest figure, 
she sits ona backless throne staring out at the 
viewer, ах does her son, who also raises his hand 
in a gesture of blessing. To either side, the three 
Mauri supplemented by مد‎ angel ዘ) maintain the 
symmetry of the image: enter in their Phrygian 
robes, offering their gifts in covered hands, but 
there ік little xense of narrative. Although they 
are now heavily worn, the almost circular eyes 
of the Virgin and of Christ unblinkingly confront 
the viewer. They suggest a direct engagement 
between worshipper and the divine, although the 
rigid, hicratic composition presents them as figures 
for veneration rather than intercession. This fits 
the growing cult of Mary, who, after the third 
сситепка| council at Ephesus in 451, was 
acknowledged as the Mother of God. 

This symbolic image 8 paired with à narrative 
scene below, showing the miracle of Salome: the 
midwife whose hand withered when she denied 
the Virgin birth, only to have it restored by 
holding it up to the Christ Child (the story is 
recorded in the apocryphal Protoevangelium of 
James, chapters 197 20, and appears on a number 
of other sxth-«century woners Volbach 1976, 

8605 127, 140, 174. 199). 

The plaque marks а shift in the use of ivory 
from a material for luxury functional objects 
(primarily diptychs, pyxides, boxes, book covers) 
to one suitable for more contemplative worship. 

It parallels the rise in painted icons for veneration 
in the sixth century, although the scale of the 
ivory suggests that it was designed for more 
individual, personal use. However, the edges of 
the ivory were subsequently ай cut down to allow 
the plaque to be reused as the centre of a five-part 
panel (comparable to a dispersed group with 
similar iconography: New York 1979, nas 457 - 61). 


ANTONY LAF MONE 
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Ivory with the Annunciation 

Easier Mediterranean, lar seventh or carly eighth century 
hor, 19.7 ። ہو‎ cm 

Uhai Hamide J Ager Appia, Солийн ыз Mita, Milan, ዘ #፡5:14 
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This ivory is not an independent panel but must 
have functioned, together with a number of other 
pieces, as revetments on church furnishings. Tt 
belongs to a group of about fourteen similarly 
carved panels which has been dated variably from 


CATALOGUE ENTRIES 20-24 


383 





the sixth to the eleventh century (sec Weizmanni 
| 1972). A date in the late seventh to carly eighth 
| | century seems most likely. The Annuncianion 15 
| | among the plaques displaying the highest quality 
| | workmanship and its carving style focuses on 
| clegance and fine surface details. 
| In front of an elaborate and complex 
| architectural setting the Archangel Gabriel, 
identified by a vertical inscription in raised Greck 
letters, + ГАВРІНА, approaches the standing 
Virgin. Her seat with а curved high back is barely 
visible between the columns. Gabriel holds à long 
sceptre im his left hand and addresses the Virgin 
with his right The claborate drapery of his 
garment and the awkwardly turned left foot 
| conveys his sudden arrival. Mary is also identified 
by inscription, НАПА МАМА (Holy Maria or 
Saint Мапа), a form of address that ceases to exist 
after the ninth century. It is above her head with 
letters beautifully intertwined to create a 
decorative openwork pattern. In contrast to 
Gabriel, the Virgin is depicted in a sell-absorbed 
and contained pose. "The hand placed at the side 
of her head with its long finger along her cheek 
gives her a pensive and wondering expression. 
She в üghily draped in а mannered pose. 
| The attention paid to detail is unusual. 
The decorative architectural features behind the 
| figures, the angled pediment, the lavish curls of 
ІІ! the archangel, the fancy folds and tassels of her 
| mantle ай contribute to the preciousness of the 
piece. 
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|| Гиргусһ leaf with а Byzantine empress 
| Souk century 
| Ivory, traces of gilding and paint, 265 ። 12.3 ста 
| | Қашан haaa Без. lau, Мита, 
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| This panel is part of an imperial diptych and 
|| depicts an empress in her majesty. She is seated 
on a jewelled and cushioned throne with a curved 
back, holding a globus cruciger in her left hand 
while her right hand is extended sideways, palin 
outwards. She wears elaborate jewelled robes and 
а diadem with репаШа On her robes, the outline 
of a Jablion bearing another imperial figure can be 
crowned by eagles and supported by pillars, 
Nazionale del Bargello, Florence, where the 
empress stands in the niche. In both cases, she 
| ат Бу diis i ГЕДОНОКТАЭТ: ል 


imperial female heads is also identified as rile 
However, images from this period are dilficult to 
identify as physical likeness was not a requisite ol 
portraiture; the images of Ападие on consular 
diptycha also resemble those on diptyehs ef the 
Empress Theodora, wile of Justinian, The image 
raises questions about the role and depiction ol 
the Early Byzantine empresses. Her dress, placitis 
and attributes suggest = at least visually = that 
empresses held considerable power in their 

own nghi. 
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Ivory diprych 

Conuantnople, micksath century 
Ivory, cach panel 20 = 13 cm 
greens recom Ra v Oo 
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Both halves of this ecclesiastical diprych have 
been cropped at the bottom: à remnant of an 
inscription = a superscript “С” = recalls the ivory 
throne of Archbishop Maximian in Ravenna. 
The style of the images ¬ an aged Christ on the 
left, Hanked by the Apostles, Peter and Paul, and, 
on the right, the Virgin holding the Christ Child 
in her lap and flanked by archangels = is likewise 
very closely related to that of the Ravenna throne, 
and both objects most probably date from the 
same time, the mid-sixth century. 

The ivory panels belong to the same tradition 
as the consular diptychs of the fifth and sixth 
centuries. The latter presentation tablets, given 
Бу the annually appointed consuls in both halves 
of the empire to friends and senators, generally 
showed the new consul enthroned in a frontal 
pose on the sella curulis (official chair ог stool) with 
the insignia of his office and often flanked by 
officials. The diptych with Christ and Mary uses 
the same visual symbols — an archivolt above 
columns as a mark of distinction, a curtain in the 
background, a throne and members of ‘court’ in 
attendance — while both contrasting and linking 
the heavenly ruler in his perfect and mature 
divinity with the mother of God, Mary, who 
presents the incarnated son of God as the 

The special appeal of the carving lies in its 
balance between severe, hard-edged lines and 
vibrant softness in certain details of the faces and 
drapery. The relief conveys a remarkable illusion 
of depth and three-dimensionality, despite 
a maximum actual depth of 0:3 ст. 

The reverse bears the remains of an ink 
nscription that has been dated to the sixth 
GUDRUN 8016. 
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Ampulla with images of the Ciri ilixion 


Resurrection and Ascension 
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‘The sixteen pewter ampullae from the Haly 
Land now in Monza were filled with holy ой 
and brought as relies to the West. They belong to 
а class of Early Christian items called የዘ or 
‘blessings. А Jerusalem pilgrim of about 570 АВ 
from Piacenza describes how the oil in such flasks 
bubbles aver as it touches the wood of the True 
Cross (Wilkinson 2002, p.139). Although mass- 
produced and of cheap material, these ampullae 
were evidently highly prized by the time they 
arrived in Western Europe: the Monza group was 
given to Ше cathedral by the Lombard queen 
Theedolinda in about Goo, while a similar 
collection now in Bobbio were buried with the 
body of St Columban. The rich iconography on 
the ampullae both illustrates Christ's life and 
evokes directly the specific holy places where 
pilgrims acquired these rulagtae. This example, 
which shows the Crucifixion and Resurrection 
(both venerated in the Church of the Holy 
Sepulchre) as well as the Ascension, surely comes 
from Jerusalem where all these sites were located. 
The obverse has the Crucifixion with Christ as a 
bust above the Gross between the sun and moon 
and the two thieves, as well as Mary and John 

the Evangelist and two knecling worshippers 
beneath. Below this, in a scene inscribed ‘the 
Resurrection of the Lord’, are two Marys before 
the tomb of Christ, beside which sits an angel. The 
inscription round the circumference reads 'Oil of 
the wood of life from the holy places of Christ. On 
the obverse is a representation of the Ascension. 
JAS" измен 
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Ampulla with images of the Adoration 

of the Magi and the Ascension 

Palestine, sixth century AD 

Pewter (head and tin alloy), diameter 7 em 

стоте aac መዳ ን یسب مس‎ m нр pp ہص-ف‎ Санай зүйл, mets 
pp нрав, Elaner ሣማ 

'This ampulla shows the Adoration of the Magi 
(inscribed ‘Magi’ to the left) and the Shepherds. | 
on the obverse, with angels above the Enthroned. 
Virgin and sheep and goats beneath the 
inscription that forms the ground, which reads 
in Greek ‘Emmanuel, God is with и", The | 
inscription around the circumference says ‘oil 
of the wood of life from the holy places of Christ 
The reverse, without an inscription, shows the 
Ascension with the Virgin between the twelve: 
Apostles below and four angels carrying Christ 
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Gold pendant with the Adoration 
of the Мас and the Ascension 
Eastern Medterrancan, around Au boo 
Gold, diameter | (በና Тас ид suspárisaon boop) 6.8 cm 
The 1 ክዛ od thee ከበከ Murai, 10) pr 4801 7-р! 
881.86:184፤ ek rm IE iise моми, рт тв. РА 
This gold ወዘ is constructed of two thin sheets 
of embossed gold set back to back over a sulphur 
сөге, The front is decorated with the Adoration of 
the Magi, with the three Magi approaching from 
the left and the Virgin seated on the right, with 
the infant Christ on her lap. Above are a flying 
angel and the star of Bethlehem. Below is a Greek 
inscripion: КҮРІЕ ВОНЕН TH ФОРОҮСА АМНМ 
(Lord protect the wearer. Amen). On the reverse 
is the Ascension, with Christ in a mandorla 
supported by four angels above the Virgin, who is 
Hanked by the eleven disciples and St Paul. Below 
them is à further Greek inscription: EIPHNHN 
THN EMHN АФІОМЕ YMIN (Our peace we leave 
with you; John XIV, 27). 

This pendant can be grouped with six others 
ol the sixth or early seventh century, all decorated 
with scenes from the life of Christ (Entwistle 2005, 
ቦኮ-269- 76). The closest example to the above 
Pendant is now unfortunately lost, but is known 
from а drawing in the Royal Collection at 
Windsor (Osborne and Claridge 1998, по. 284). 
Although its obverse side is different = it depicts 
the Flight into Egypt = the reverse has a very 
similar depiction of the Ascension, differing only 
in that four angels support Christ's mandorla and 
Ше absence of an inscription. The iconography of 
the Ascension in particular relates the medallion 
to both reliquaries and ampullae perhaps 
Produced in the Holy Land for pilgrims around 
боо. As with rings and marnage-belts, enkolpia 
Were also exchanged nà gilts at the marriage 
ceremony, where they seem to have functioned 
аза confirmation of contract, 
CH IS YNTWINTLE 
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1 
Copy from 8 сая ef 4 now losi gold medallion 


of Justinian 1 (527 Бу) 


Мин af Cowrtaraimeglle 594፤፡ за 
Мн 171:17۷ Пати Яа cm 


ІҺ- [ዕል ایر‎ Пе ТРЕТИЯ 88. ТЇгн ын іне ку, 
SPC йл ве ва do lida тъ обед, Woah ipd рғ Barber ڈیو‎ 
inj: aiiis 8) 


The obverse of this medallion shows a ከክ 
of Justinian I, three-quarter facing, nimbate, 
warp cuirass, paludamentum, plumed helmet 
and diadem. Не holds 8 spear and shield. 
The inscription reads; DNIVSTINILANVSPPAVC 
On the reverse Justinian | can be seen on 
horseback, in the same attire as above, 
preceded by Victory, who carries а palm 
and trophy. The inscription reads SALVSETCI. 
ORIA ROMANO БУМ (Welfare and Glory of the 
Romans); іп excrgue, СОМОВ. 

This medallion, struck то celebrate the 
conquest of the Vandal kingdom, weighed 
164.05 апа equalled 36 gold solidi. Found in 175! 
in the area of Caesarea in Cappadocia, it was later 
acquired by the Bibliotheque nationale de France, 
from where it was stolen and melted down in 1831. 
The өше of gold multiples of solii such as this 
medallion was intended for distribution, mainly 
to foreign rulers as diplomatic miis. 
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30, 32 

Silver plates with scenes from the Ше of David 
Contiantinople, 613 - 5629/30 

Silver, diameter 14 cm, 26,8 cm, 14 em 

Сума Stuer, eres, сүхилиэган 18 Aegu. 5፻5 jum | ыр ы) 
مو عو‎ [,,ዐ]]3 ክ%ዜ፤ |Қатттан lamret, ppa 


BCT 88:ኮ888፤6:88| [3,888 ipii, ኮ ባፍ 8፪ 8:2. Тэгж Work 8329. 8872 
Lester Nesl 204, سر‎ iı - الد‎ 


These three silver plates belong to the so-called 
"second treasure of Lambousa', which was 
discovered in two batches on 10 and 12 February 
1902. According to oral information, the first 
treasure consisted of golden abjects and was 
discovered in an earthen pot hidden under a floor. 
The second treasure consisted of nine silver plates 
and was found bricked up in a niche of a wall that 
was presumably part of the remains of the 
Byzantine city of Lambousa, ncar the modern 
town of Kyrenia. At that time, the police managed 
to confiscate part of the treasure, consisting of the 
three plates now in the Cyprus Museum, Nicosia. 
The other six are in the Metropolitan Muscum of 
Art, New York. 

The nine plates came in different sizes: a large 
one showing David and Goliath (diameter 409.4 
ст), three of around 28 cm, one of around 27 спа 
and four of around 14 ст. The David plates show 
the carly life of David as related in ۱ Samuel (in 
the Septuagint, | Kings, хул, 12 to хуш, 27), from 
David's anointing by Samuel to his fight with 
Goliath and marriage to Saul's daughter, 


In the plate that shows David summoned 
го Samuel (cat. 30), heaven is represented above 
with sun, moon and stars. А messenger arnves 
ضا‎ summon David, son of Jesse, to meet Samuel, 
David is playing his lyre and minding sheep. 

Both figures have haloes, which lend an air of 

the sacred to the event. The scene 15 very rarely 
Шина in Early Byzantine art. In the plate that 
shows Dawid slaying a bear (cat. 32), David tells 
Saul that he will be able to kill Goliath, just as he 
has killed lions and bears as а shepherd. Both 
deeds are represented on the David plates, this 
one showing him mastering the bear. David grabs 
the fur between the animal's ears, thrusts his knee 
into Из back and prepares to bludgeon it with 

a tapered, hom-shaped weapon. In the plate 
depicting the Marriage of David and Michal 

(cat. 31), David is rewarded for killing Goliath with 
а dowry (in bags and the basket below) and with 
marriage to Saul's second daughter, the couple 
‘join their right hands’ according to Byzantine 
wedding ceremonial. Between them and also 
haloed is Saul on a footstool and in imperial dress. 
Two flute players are on cach side and the 
marriage takes place beneath а colonnaded 
facade. 

The group of nine silver plates are a striking 
example of the continuation = or revival — of 
Classical naturalisuc traditions, But the subject- 
matter is of course openly Christian and not 
pagan like the models for this style. Each plate 
has a low ring Базе ап is executed in low relict. 
Before the craftsman got to work, each plate was 
hallmarked in Constantinople with four or five 
control stamps, which indicate that they were 
produced as a set during the reign of Herakleios 
(бта). 

The mystery surrounding these plates is how 
they came to Cyprus, where it is assumed that 
they were hidden for safekeeping during some 
historical crisis (Arab ганд 2). Their quality and 
subject-matter have led to the interpretation that 
the story of David in some way symbolises the 
reign of Herakleios and that this emperor sent 
them as a present to an imperial official on the 
island for use and display in his home. Rather 
than trying to link each plate with some episode 
in the Ше of the emperor, Leader-Newby (2004) 
instead secs the David story as an allegory of the 
growth to maturity of the ideal monarch David 
(the best model for emperors to follow, according 
to Byzantine rhetoric and writings). In other 
words, the cycle of plates belongs to the same 
tradition as Homer's Odyssey, in which is narrated 
the growing to manhood of Telemachus, son of 
Odysseus. A Byzantine education ensured that 
élite consumers of high art such as these plates 
knew their Homer as well as their Bible. 
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Silver plate with goatherd, two goats and a dog 


Constantinople, (530 {?) 

Chased and incised alver, diameter 21 8 cm; 

diameter of [በጠ(ቨክ፪ g cm 

Saar Flemming እባ: Si የየከ 408 ባባ өз 27) 
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This plate shows а pastoral scene, with the 
goatherd deep in contemplanon of nature within 
à fertile landscape, Such scenes are found in 
Antiquity in the wall paintings of Pompen and 
other Campanian sites, such as Paris among 

the flocks on Mount Ida (now in the Museo 
Archeologico Nazionale, Naples). The theme is 
found in Greck and Roman poetry and continues 
into Christian literature, such as these verses in à 
homily of the fourth-century Father Gregory of 
Nazianzos: 

Tormented by profound етігі, yesterday 1 cat кәді; 

Alone in 8 «Һау grove, withdrawn from all human company. 
lı pleases rne to heal my weariness of sparit én this way, 
Making quier conversation with my weeping heart. 

This sort of literary continuity from Antiquity 
into Byzantium is reminiscent of the use in art of 
the image of the Good Shepherd to evoke Christ. 

On the base there are five control stamps 
from the time of Justinian | (527—653). One of these 
includes a monogram which can be read as 
TIETPOY. This man was probably the state official 
in Constantinople who had a supervisory role over 
the use of silver, the so-called comes sacrarum 
largitionum. These officials used the five stamps to 
authenticate the quality of the silver and perhaps: 
to signify that the necessary fees had been paid by 
the producer. They held office for only a short 
period, some rwo or three ycars. The form of the 
monogram suits a date carly in the reign of 

Justinian and it may belong to 530—32. 
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а church; most carr Greek ۱ء‎ 
mscripions. The one here reads: "Prayer of 
Pelamos, [son of] Basianos. Sacred vessel of 

Saint Sergios in the village of Kaper Koraon;' 
Inexpertly written with a pointed imstniment, 

this text must have been added alter manufacture 
Kaper አወር is probably present-day Кати in 
Syria, so the chalice may have been produced in 
the nearby сиу of Antioch. Unlike many Early 
Byzantine precious vessels, the piece docs not 
carry government-control stamps that guarantee 
the purity of is metal. Sull, the silver invested in it 
could have bought a camel at the time (Mundell 
Mango 1902, р. 133). The donor Pelagios was 
probably related to several persons named on 
other objects from the hoard. His hypothetical 
genealogy suggests he lived shortly after 550 
(Effenberger 1991, p.277). 

This is one of the few pieces from Kaper 
Koraon to include figural decoration. Typically 
of Early Byzantine religious art (Maguire 1996, 
рр.тоо-б), the saints depicted аге unnamed. 
Three hold books that generally identify them as 
Apostles, while the fourth appears to be St Peter 
(LCI, vol.8, cols 161-2). Contemporary chalices 
(Elbern 2004) and censers (Piguet-Panayotova 
годйв) һауе Christ's image centrally placed on 
one side and the Virgin's on the other. Here, the 
Saviour is symbolically represented by two crosses 
(see КЕК, vol.5, cols з0- 1). ‘Instead of the person 
of our Lord, [the holy Church] places the Cross 
and the Gospel on the altar’, explains à seventh- 
century Syriac text (Brock 2003, § 46). 
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The Emesus Vase 


Silver, 45 ። 27 cm ў | 


Nei den ли үрлэн is mH አልገ 
ንዋና لس الس‎ Виз мл agr ари ch пра уд 
vri iuc adi чйр ЫРЫЗЫ ы лан тыққа 





sus Vase is made from a sheet of 


The тіс መግ Jfs 3 1 » fira ا‎ 
hammered silver and is unusual because of its 
szei 


tis the largest-known example of a precious 










Late Antique religious silver than narrative 
«Канды О 


holds the Cospels ан hus his hand газ“ in 
blessing. The Apostles Peter and (۳ 
፡ , í aul ኣ[ሓ.ከብ bes 
иль 
| | | ards him, The 
Virgin Mary, veiled, is placed за mmetrically 
opposite, Linked by two archangels. The two la 
T . я s 
figures have been identified as John the B 


him, turned three-quarter fee tow 


| ары, 
the older man, and Jolin the Evangelist, holding 


placed 
ir medallions to form a Інеуе is found quite 
frequently on liturcical objects of this ner 

| | ነ 891 objects of this period, such 
as chalices, reliquaries and censers, the stylistic 


the Gospels, Although this Чех of busis 


treatment af the busts on the Emesus Vase js ot 
remarkable quality and displays an undeniable 
mastery of technique. Particularly noteworthy is 
the individualisation of cach figure and the subtle 
handling of facial expressions. 

The function and origins of this exceptional 
piece remain an enigma, however, The smallness 
of the pouring spout, which is completely out 
of proportion with the size of the vase, the 
hypothetical presence of a handle, of which 
nothing but a few traces on the neck remain, 
and the vase^s unusually large dimensions = and 
thus its weight - make any functional use unlikely, | 
Rather than a liturgical vase intended to contain 
Eucharistic wine, perhaps the object should be 
seen as a luxurious gift donated by one of the 
faithful to а church in the context of the creation 
of a treasury. Nevertheless, the absence of an 
inscription that would usually commemorate such 
a generous gift is surprising, as is the lack of a 
stamp or hallmark, which makes manufacture 
in an imperial workshop unlikely. 
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36 
‘Censer. 


Constantinople, 602-10 
Silver, diameter 10.9 em 
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This hexagonal censer, once suspended by three | 
chains now lost, rests on a foot-ring within which 
are five imperial control stamps of the Emperor 
Phokas (602- 10). The censer is decorated on its | 
six sides with bust portraits of Christ, flanked by | 
those of St Peter and St Paul, and of the Virgin, 
flanked by those of St John the Evangelist and 
St James. On other objects, the Virgin is often 










flanked by archangels. A series of busts in 
medallions or single figures standing under 
arcades are more common as decoration on 
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Silver pyxis with Christ, the Virgin 
and Archangels 
Ехасти Medierrancan (Syria, Early Byzantine period, 
uxth мугт century 
Silver ዝክ нщ, 7 = 9 cm 
እከመህጠ ай مسا‎ Arts, ዜ.ጩጩ ГЫЙ of (сезе 1) әлгі Marge ВеВгайн im hamna 
uf kîn | Hermmana, Jr, aura uf аламы ለ905 авар, خی‎ ካክ 
аси ва FERES RR Denia ጠጠ ጓህጩከ ዘባ. ma qq ре ገብ. Cirman, 
ساسا‎ arad Капдойнын a, рв ነሃ 
This small spherical vessel (pyxis) was made by 
hammering а thin sheet of silver into the desired 
form and then polishing while spinning on a 
wheel, a standard technique of Syrian silversmiths. 
Four standing figures in relief, each accented with 
gilding, encircle the vessel. Flanking the Virgin 
and Christ are a pair of archangels dressed in 
military costumes, in the manner of court guards, 
and each holding a staff and an orb marked by a 
cross. Christ, long-haired and bearded, gestures in 
blessing with his right hand, while in his left he 
holds the Holy Gospels. The Virgin, who is rarely 
depicted on Early Byzantine silver, holds a disk- 
like object with a cross in her hands, similar to 
crossed disks found in sixth- and seventh-century 
paintings decorating Christian funerary chapels in 
Egypt (Thomas 2000, ከ፪.00). This unusual object 
might symbolise the incarnation, referring to the 
virginal birth of Christ and reflecting the growing 
status of Mary as the Mother of God. 

The pyxis belongs in style and technique to 
5 group of silver containers produced in Syria for 
well-to-do Christians living in this prosperous and 
stable region during the Early Byzantine period. 
^ lid, now lost, would have covered the vessel, 
Protecting its sacred contents, either incense used 
In the liturgy or perhaps a small piece of a saintly 
relic, Such objects served as votives, prayers made 
in the form of precious gifts to local churches and 
monasteries, entreating Christ and the Virgin to 
Act аз intercessors between the donors and the 
court of heaven. The excavation of a similar 
spherical silver reliquary at a site in modern-day 
Bulgaria (Minchev 2003, cat. 29, p.38) raises the 


possibility that portable containers made by 
Syrian craftsmen carried sac red relics across the 
Mediterranean 
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48.1, 48.2 


Medallion with the Virgin and Child, the Nativity, 
the Adoration and the Baptism and a braided 
chain 

Constantinople, lite зімі century 


Сиа, diameter of redha онь 53 cm, 
Фъитичвет of chain 32 ነ ст 
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The obverse of this medallion shows the Virgin 
and Child enthroned berween angels, with small 
representations of the Nativity and the Adoration 
beneath. Just inside the braided frame, an 
inscription reads N(PICT)E О КЕОС НММ / 
BOHGICON HMIN (Christ, our God, help usi. The 
reverse side narrates the Baptism of Christ. John 
places his hand on Christ's head, as the dove of 
the Spirit descendis and two angels approach with 
towels, God's hand appears at the top, the iconic 
counterpart to the inscription, + OYTOC ECTIN О 
YEIOC MOY/ATATIITOC EN QEYAOKHCA (This 
is my beloved son in whom 1 am well pleased; 
Matthew m, 17). In the water below, two excited 
male hgures emerge from shells while a third 
reclines with an urn and waves a reed in 
amazement. These figures are personificatioris of 
the lor and the Dan (the two sources of the Jordan 
River; Ross 1965, p.33) and the Sea, recalling a 
verse in the Psalms that Christians associated with 
the Bapusm: "The sea saw it, and fled: Jordan was 
driven back’ (Psalm схту, 3). The theme of divine 
epiphany unites the two sides, God revealing 
himself to the magi on the obverse, and to John 
the Baptist on the reverse. 

Surzygowski, who once owned this piece, 
thought it was produced in the region of 
Jerusalem, because the events occurred at 
pilgrimage sites in the Holy Land (Strzygowski 
1915, p.96). Considering the method of fabrication 
- и was struck like a coin rather than cast = and 
the Gonstantinopolitan origins of objects from the 
same archaeological context, Marvin Ross 
rcattributed it to the capital (Ross 1957). Ross went 
on to relate the style to coins minted by Maurice 
Tiberias (582 - боз) and even the choice of the 
Baptism to the celebration of the baptism of 
Maurice's son and heir apparent Theodosios 
іп 584 or 584- 
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Amutet 
*uxth ቦዛ жгут ۲۴۷ 

644, diameter 145, cm 
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The amulet is in the form ol a «тай dise, defined 
by a Чип, slightly exergue band; One face is 
decorated with а relief cross, the uneven arms of 
which have faring ends, while the interstices are 
filled wath icised schematic acanthus leaves, The 
disc i$ surrounded by a eranulated border, at the 
top of which ts attached a wide nng for hanging 
the armulet. On the other face 15 à mount 
diameter 1.35 спи, defined by a very thin frame 
of lapis lazuli, now broken into small pieces. Тһе 
mount obviously held 3 precious stone or a 
cameo, as i some of the known amulets of the 
same type (see Spier 1987, nos 1, 2, 4. 5, б, p. 6, figs 
iac, 2a-b, л, 4a- b, 6a-b; Baldini Lippolis 1999, 
р-144- 86.8ከ, 6b.5, with bibliography). In amulet- 
pendants like this one from the Krategos treasure, 
the obverse has а precious stone or cameo, while 
the reverse is decorated with a cross. 
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А pair of gold earrings 

Constantinople (7), sixth or wventh century 

Gold, length 7.5 em 

Cupra Musrum. Numa. Depares ші бимирайна,, nm. нь 1 дай 
Feats ساسا‎ ኪኢዝፃዛክ Dhara, месни treasure, нд 

— [hihan infi, p 11, ከጄ та, ا‎ Phare 8811. ዞ ےر‎ 

To cach plain gold loop are soldered four small 
rings, each supporting а pendant consisting of a 
fine loup-in-loop chain terminating in a pearl. 
These earrings are part of the two Lambousa 
treasures found in 1902, which in all give a picture 
of a household of significant luxury living outside 
Constantinople in the sixth or early seventh 
century. It is very likely diat Ше houschold was 
an imperial appointment to the island and 
formed part of the aristocracy of Constantinople. 
Alternatively, the treasure might indicate the 
possible environment of luxury that a provincial 
family on a prosperous island could enjoy. 
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Chain ornament and coin 


Constantinople (7), sixil seventh centary 
Gold, length ag сіп 

ыя wall шістикі | 
кигу/кмамск 1 ከ18 በባን ول رد مسا سس سو ملس‎ 
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This gold chain is composed of loops connected to 
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each other with figure-of-eight-shaped links, 

At опе end is a leaf-shaped finial, which was 
probably suspended from an omament, but this 
was not found. The clasp on the other end docs 
not belong to the chain; it consists of a solidus of 
Justin П and Tiberios 1] struck in Constantinople 
in 578. This is another piece from the rich 
Lambousa treasure, which was collected together 
ша house in Lambousa in the carly seventh 
century and subsequently (perhaps in 653 or G54) 
buried for safekeeping; it was only recovered 

in 1902. 
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Silver plate with cross 

Constantinople, Бр Rag jo 

Silver, diameter 365.8 em 

Cyma Maru, Sarnia, [8፡ከፍጠጠፍ ud Атімүшпен, mes ғо) anh 
Pomme [ 9 |Құт-ты harey, 
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This large, flat silver plate has a mello cross at 
the centre, surrounded by a floral wreath. Found 
[በ 1909 ая part of the second Lambousa treasure, 
it is another piece that reveals the range of 
materials and luxury of this hidden treasure. 

The study and dating of Byzantine silver 
plates and their decoration was revolutionised in 
the course of the twentieth century, notably by the 
studies of Leonid Matsulevich in 1929 of the 
holdings of the State Hermitage Muscum, St 
(Cruikshank Dodd in London, who was greatly 
helped in her catalogue of silver stamps by the 
presence in London in 1958 of objects from Russia 
Jor the exhibition of Byzantine art at the Victoria 
finished in 1958 and published in 1961). This work 






























proved was no gradual ‘decline’ from. 
sical styles and workmanship in the Middle 
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least seven stamps, some of which are very wom. 
This suggests that it was stamped on (wo separate 
occasions, perhaps because it was sent back to the 
workshop for re-authentication, possibly duce toa 
change in ownership. The stamps show that it 
belongs in the reign of Herakleios, 
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Silver plate with cruciform monogram 
Conaannmple, baa [0 
Silver, diameter 44:2 cm 
صا‎ Микена, Niria, Сервилий sil ለባ. die. іні). خی‎ 
Peake [аенын | Күгсама 18:81... وس‎ 
SERRA EIS 8888838588. (ка aji, виз ገጌ کر‎ наи, ሽዳ) ክክክ ағай Sty ጠብ مار‎ 
pan. رووا‎ 
This large silver plate has a central wreath of 
leaves and a monogram in niello framed by two 
gilded bands. И is another piece from the second 
Lambousa treasure. Date stamps on the reverse 
date it to the reign of Phokas (602-10). The 
stamps include the name of Athanasios, who was 
comes sacrarum langtionum up to боз, when he was 
killed by Phokas. This official, the Master of the 
Sacred Largesse, was in charge of the imperial 
finances. He controlled all the mints, and was 
responsible for collecting taxes and customs duties, 
and supervised state factories, trade and mines, 
budgets for the civil service and the army, and 
supplied all uniforms. The title dates from the 
sixth century and tenure of the office was 
(prudently) kept short, to two or at most three 
years. The system of silver stamps lapsed from the 
middle of the seventh century, as also, apparently, 
did the organisation of the treasury in this form. 
Опе problem in interpreting silver with date 
stamps from Constantinople is whether all such 
stamped pieces were taken to workshops in other 
parts of the empire, such as the cities of Asia 
this plate, as in others, the relief decoration was: 
carried out after the stamps had been applied 
(they are in part obliterated by this decoration), 
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century that also includes SPOONS (Cats tog 
i 


'ዓ78 82). This plate forms part of i] 
treasure Found at the اعت‎ of the nin 
: 02), 
а censer (Cat. gh) amd а bowl (сац. 45), 
This type of silver plate with a small centraj 
cross егэ from a church paten, whie ከ has à flat 
Inner surface, sloping vertical walls and а lange 
engraved central cross, usually surrounded by 
an ecclesiastical dedic atory inscription, This አጤ 
belongs to the largest category of domestic silver 
namely serving or dinner plates made in three | 
general sizes (large, medium, as here, and ята), 
The central ornament on this type of plate varies, 
and can be a monogram, a cross, à гозсие or 
other motif. The cross motif may be viewed ах а 
Christian element introduced into the domestic | 
sphere where it is also seen on other objects of 
everyday use (Engemann 1972). In its present 
position, the cross can also be compared to the 
owner's cruciform monogram, which, for 
cxample, adorns other plates. Serving plates 
occur frequently in domestic silver treasures 
within the empire and have often been found 
singly outside it. 
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Bowl with portrait of a saint | 
Tarsus (7), 641-51 | 
Silver, mello inlay, diameter 24.4 cm 5 
The [ር of the Їнэн Museum, Londen, (805 0425 а 
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The bowl stands on a flaring foot and has an 
upper horizontal rim ornamented in relief, Inside - 
the bowl is decorated with a half-length portrait 
of a saint encircled by a nicllo-inlaid frieze of | 
overlapping circles between two wave patterns. | 
Underneath the bowl, inside the foot-ring, are five 
imperial control stamps of Constans II (641~ 68), 
parently applied at Tarsus. 4 
2 Тһе nimbed saint holds a cross in his right 
hand. He is beardless and has tightly curled hair. 
He wears a tunic and chlamys, the latter held 
ከሃ а cross-bow fibula. Around his neck is the — 
manakin, the torque of the palace guard. The | 
saint portrayed is often identified as Sergios, | 
‘The bowl lacks any inscription either identifying 
the saint or dedicating theobjectisell toa — | 
Alexandria by Eutropius. One, inscribed with his 
ne, he offered to the Church of St Menas 
nscribed with the name of St Menis, 
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Mommy panel with the portrait of a woman 
Hawara, 55^ የ" ۱ 
ЕТТІ on И panel ol limewood, 40,5 ×۶0 

Tw 1 ГЕРЕС thea Али Abu ህክ. енен, 8А зілі 
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This is a portrait of 8 woman living in Roman 
Egypt and is naturalistic in style = but that does 
not mean it must be à "realistic! likeness of a sitter 
rather than а conventional portrait type. She 
wrars gold ball earrings, a gold chain with a 
perdant crescent and (originally) ап ornamental 
chain across her hair ~ all jewellery familiar from 
portraits of the third quarter of the first century. 
Her face fills the panel and her eyes are large 

and rounded with arched eyebrows. 

Traces of mummy wrappings at the arched 
иррег ۴11۶ demonstrate that the panel Wis 
designed to be inserted into à mummy containing 
ler embalmed body. This is one of the earliest in 
date of around 500 portraits excavated in pits al 
cemeteries іп Hawara (south-east Fayurn). They 
represent the better-off among the Greck-speaking 
men and women who lived and died there, and 
who adopted Egyptian funeral practices. The 
panels are painted, using ейһег wax encaustic 
(ая in this case) or еди tempera. 

Such panels from Roman Egypt are often 
regarded as the source of the Byzantine icon, and 
there are clear connections in style between these 
portraits and early icons (such as cats 47, 313, 314). 
But the evidence is that panel paintings of humans 
and pagan gods were made all around the 
Mediterranean, both for domestic and sacred 
display, and that, in the wall paintings of the 
houses of Pompeii, portraiture was included 
among the imagery, The development of the icon 
emerges from the practices of Greco-Roman art 
rather than simply the funerary practices of Egypt 
(the production of Fayum portraits stopped in the 
mid-third century), The evidence of icons from 
the Monastery of St Catherine at Sinai is that 
የክርቋህፄክር continued in use until the eighth 
ys but was then almost entirely abandoned 
the skills of encaustic painting were perhaps the 
Casualties of iconoclasm). 
вом ር08ቨልርቪ 
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leon with Virgin and Child 
Rome tr Constuntincyale, ағаш (ун 
Maint on clin, و ور‎ 17. rm 
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The icon is a fragment of what may originally 
have been a monumental image of the Virgin and 
Child, perhaps 240 ст high and B5 cm in width. 
Examples of such standing figures of the Virgin 
are found in the Rabbula Gospels (painted in 
Syria іп 586) or the seventh-century mosaic apse 
at Kiti, Cyprus. The right hand of the Virgin 

is gilded, according to a devotional practice 
which is also found in sixth-century mosaics at 
St Demetrios at Thessaloniki and, slighty later, 
іп Durrës (Cormack 1985, p.84), as well as in 
the Haghiosoritissa icon from the Monasterium 
tempuli in Rome. As а work from the city of 
Rome when the capital of the ‘Roman Empire’ 
was Constantinople, it hardly makes sense to 
establish whether this icon 15 ‘Roman’ or 
"Byzantine", as it is perfectly aligned with the 
relimosity of its times. For lack of positive 
comparisons, style cannot answer the question, 
even if at least the monumentality of this icon, 
as well as of the earlier sixth-century Madonna 
from Santa Maria Antiqua (now in Santa 
Francesca Romana), seems a specific character 
of the Roman images, unchallenged in 
Constantinople (but see Brenk 2003). 

More certain is the function of this 
monumental icon. It was made for worship 
in the newly converted Pantheon at Rome. 
Previously a temple built by Hadrian in honour 
‘of all the gods’, the Pantheon was reconsecrated 
around 610 as à church dedicated to the ‘ever- 
virgin Mary and all the martyrs’. This information 
comes from the life of Pope Boniface IV (608-15) 
in the Liber Pontificalis, which records that he asked 
the Emperor Phokas (502— 10) for the temple and 
that the emperor presented many gifts to the new 
church (The Book of the Pontifi [Liber Pontificalis], 
translated with an introduction by Raymond 
Davis, Liverpool, 1989, p.64). The conversion 
of the Pantheon is also recorded by Bede: “After 
Boniface had expelled every abomination from it, 
he made a church of it dedicated to the Holy 
Mother of God and all the martyrs of Christ, so 
that, when the multitudes of devils had been 
driven out, it might serve as a shrine for a 
multitude of saints’ (Ecclesiastical History of the 
English People, Oxford, 1994, vol.2, p.4). 

It із very likely that the Christianisation of the 
Pantheon was sealed by the presence of the icon, 
while its origins may either point to an import 
from Constantinople (as a gift from the emperor) 
or to Rome. It dates therefore between 608 and 


610 (though for a date in 613 see De Blaauw 1904). 
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Silk with the Annunciation 

Kyria (M, የ Шон 

Serge silk in tive colours, 44,6 я 68-7 em 

ነ: ጠ- eorum, Могила Cay, іле mà бєєр 

Don ее Ferry 44 Миг Әлен ጓዘ ዘዘ in інг Larran, Rame‏ عو جو دم 
TED RE FRE wp) Ағы Угий 9.7, rna ባካ. р ፤8፣ (АЁ Fraser Viena‏ 88181 
тың, рраш p, dia, gg 0 rmm‏ 

This piece of fabric, with a few others of the same 
provenance, are all that remain of the fabulous 
mits in silk and other luxury fabrics presented to 
the churches of Rome by the series of papes who 
were born in the Eastern Mediterranean in the 
seventh and eighth centuries. One surviving 
fragment bears the identical composition twice, 
an Annunciation between rotae superimposed and 
joined by knots, linked together by stylised plant 
elements, With its companion piece, decorated 
with a Nativity, it probably constituted a single 
piece of clothing; they were discovered with other 
similar examples in the Treasury of the Sancta 
Sanctorum in the Lateran іп 1905. Ac the time of 
discovery, the fabric bearing the Annunciation 
was covering the inside of the silver casket, now 
also in the Museo Cristiano, and identified with 
the reliquary containing the sandalia id es 
calciamenta Domim номт Tesu Christi mentioned in 
the sources (Giovanni Diacono, De ecclesia Sancti 
Laurenti in palato, іп Lauer 1906, pp.28— 9; sec 
Grisar 1907, pp.136— 3, (و-جور‎ 

The silks show the influence of Byzantium. 
Seated on a richly jewelled throne, covered by a 
pearl-encrusted cushion, Mary is busy spinning 
the purple wool from which the veil of the Temple 
will be woven. The fabric decorated with the 
Annunciation and из twin with the Nativity have 
been the subjects of heated debate regarding the 
date and the stylistic area to which they belong. 
Alexandria or Syria or Constantinople are most 
often proposed, with dates fluctuating between the 
sixth and the ninth centuries. But historical and 
stylistic considerations seem to lead the place of 
manufacture back to Syria: evidence in the Liber 
Pontyicalis relating to the papacy of Leo Ш (795- 
816) relates how this pope presented a piece of 
cloth with identical characteristics to the Basilica 
of Sant'Apollinare in Classe in Ravenna: Aabentem 
іл medio crucem de chrisoclabo cum orbiculis et rotas siricas 
habentes stories Adnuntiahone seu Natale Domim nostri 
lesu Christi (Liber Pontificalis 1955, П, pp.31—2, 
no.420). The years to which the testimony of the 
Liber Pontificalis relates are the same as the years of 
the foundation and first formation of the Lateran 
Treasury, so it is likely that the fabrics were woven 
at a simular date and the various fragments were 
placed inside the reliquaries in which they were 
found at the same time. 
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Gospel according to St Matthew, folia rov 
Syria ог Palestine, second half of sixth century 
Manuscript on parchment, yo ж 25 cm 
Biblioihique тагтай de France, Paris, suppl Си. 8716 
ት مسبو ما‎ መ селі ریم سو سید یں یلیل می‎ 
Мон Үні 8፡29) Тик 44፡, Parks RA, ,جوم‎ pongo Vaikean quss, үзү. ፤፣ነ ግ 
The 43 folios known as the ‘Codex Sinopensis 
were acquired in the town of Sinop on the shores 
of the Black Sea by a French officer at the end of 
the nineteenth century, They contain fragments 
of St Matthew's Gospel written in gold ink on 
purple parchment. Five of the folios bear 
miniature paintings al the bottom of the page; 
these are placed in the space allotted in the non- 
illustrated pages to the last line of the text and the 
lower edge of the page. They depict Herod's feast, 
and four miracles of Jesus, including the first and 
second miracle of the loaves and fishes, the 
healing of the two blind men of Jericho and 
the miracle of the withered fig tree. Each scene 18 
framed by two characters from the Old Testament 
unfurling a scroll in front of them. On cach scroll 
is inscribed the Old Testament text relating to the 
cpisode represented. 

There is no direct evidence that would 
allow us to date the execution of this luxurious 
manuscript with any certainty, or to guess where 
it was made, It i$ possible nevertheless to suggest 
comparisons with two other illustrated Greck 
biblical manuscripts executed on purple 
parchment, The placing of the miniature 
paintings in а band across the whole width of the 
page recalls the presentation of the miniatures in 
the Vienna Genesis. The emphatic representation: 
of biblical figures can also be found in the Codex 
purpureus Rossanensis (the Gospels of $t Matthew 


and St Mark) in which most of the New 
"Testament scenes are introduced by four figures 
e ee ра ілді хурэх лэн 
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the margins of the pages it has 204) ۸)5 
оп 159 folios. The text was originally written in 
ипстаК (majuscule) with 23 lines to a page and 
with liturgical headings that have been identilied 
as correct for the services of St Sophia at 
Constantinople; by the pwellih century most of the 
text had faded and was overwritten in minuscules, 

Ani 1111111115 1 ol 0 1 wis 
given to the illustrations, which are like a visual 
commentary on the psalms, sometimes literal, 
sometimes highly evocative. A number of the 
illustrations allude directly to iconoclasm, and 
since they refer to the triumph of the iconophiles, 
they are best dated to the years immediately after 
843. Various suggestions have been made about 
possible sponsors of this well-used manuscript, the 
most favoured candidates both being Patriarchs of 
Constantinople, Methodios (843 = 47) or Photios 
(858—67 and 877- 86). According to a note in the 
manuscript, it was on the island of Chalce, near 
Constantinople, in 1648. 

Folios 660 and буг give a prime example 
of the principles followed by the designer of the 
book. On the left page, verse 18 (17) of Psalm 
хуш {LXIX} 15 highlighted with a blue marker: 
‘Hide not your face from your servant; for 1 am 
in distress, make haste to answer me.” This is 
interpreted as a reference to Christ, who is shown 
(also with а marker) praying in the Garden of 
Gethsemane before his arrest (the reference is 
clinched with а label in Greek (on the Passion of 
the Lord). On the right page the text marker is to 
verse 22 (21): "They gave me gall and vinegar.’ 
This is illustrated with the Crucifixion and Christ's 
persecutors (the inscription says, ‘they mixed 
vinegar and gall’), This image is then glossed with 
a second one, ‘Iconoclasts mixed water and lime 
on his face’, The figure whitewashing an icon of 
Christ isin the portrait type of the iconoclast 
patriarch John the Grammarian (837—453). The 
moral is that iconoclasts are as evil as those who. 
taunted Christ on the Cross, a piece of strong 
visual polemic. 


S‏ ما نی 


believed. to be the True Cross were housed i in 
Constantinople. Pieces of the Cross were given n 


elaborate box-like containers, such as this one. - of 


йл box displays Christ on the Cross wearing the 
full-length garment (colobion) found in early 
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makes the case for Theodore being also the , 


arti 
The nim of this luxury book with qus itis list, 


Urey 
and lavish use of gold was to promote the 


monastery, Ws [በ65 ісінін рініс Abbot 
Theodore the Stachte (730 826) and iis presen 
abbot Michael too, Directly, or through a Copy pf 
it, the designer of the psalter knew the 


miniature 
of the Kliludoy Psalter feat, 50) 


, and often ad арі 
its miniatures, while adding many more im 


арса 
of monastic saints and implying through his 
prominence that Theodore the Studite Was 
the prime mover against iconoclasm. 

The opening on folios 87v and BBr shows 
its reuse of the visual commentary found in the 
Khiudow Psalter at Psalm хуш (xix), On the 
left, verse 22 (21), “They gave me gall for my food, 
and for my thirst they gave me vinegar to drink’, 
is illustrated with the Crucifixion, The facing page 
has two iconoclasts in action as the mirror image, 
The text is verse 26 (27): "because they persecuted 
him whom you have smitten; and they have 
added to the grief of my wounds". Below this 
polemical picture is another one of iconoclasts, 
shown as simoniacs (open to bribery and 
corruption like Simon Magus in the Gospels), 
Their text 18 verse 27 (28): ‘Let them be blotted out 
of the book of the living: let them not be enrolled 
among the righteous.’ 

This imagery shows that even two centuries 
after the end of iconoclasm its trauma was recalled 
lor the monks of the Stoudios monastery as a case 
where Orthodoxy had triumphed over heresy. 1 
The twist in the story here is that monks are given 
a major role in the struggle, as is also the casein 
the British Museum icon with the Triumph of 
Orthodoxy (cat. 57). 
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The Fieschi-Morgan staurotheke 


Constantinople (7), early ninth century 5 
Cloisonné enamel, silver, silver-gilt, gold, niéllo, 10.3 х 7.4 087 


Lent by the አደና ስ Museum of An, Мєн Уен. Гай off. Миш 
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From the time of the Byzantine emperor 

Herakleios (б10:-41), the remains of what was 

the most valuable of imperial gifts, often housed in 


Elaborately worked in cloisonné enamel, the lid: 


of mourning, 
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and sides of the box. On the 


and ilie Anastasis are worked in 


ni 
haped container for the relic with the remaining 
shi 
ace possibly meant to contain other relics. 
ኾ 


‘The patterns on tlie base resemble а book cover, 
reference to the Gospels that contain 


possibly : й 
the Crucifixion, The whole is a 


the story ol : 
vestament to the promise of salvation through 
Christ and his sacrifice. 

The reliquary's date and place of origin have 
been extensively debated. At one time thought 
io be an сайу work Гот Jerusalem (summary by 
МЕ. Frazer іп New York 1979, pp.634— 6), the 
reliquary із now dated to the early ninth century 
and argued to be from Constantinople ( Kartsonis 
986, pp.g4- 125; Mathews in New York 1997, 
p.74; Mietke in Hildesheim 1998, pp-49-55 155; 
Evans, Holcomb and Hallman 2001, p. 39; Klein 
жима, p. tog). The enamel work has been 
recognised as unusual for Byzantium at this date 
and thus possibly the work of a foreigner from the 
West (Buckton 1982; Kartsonis 1986, pp. ив, 123; 
Buckton 1988, pp. 242 4)› What is certain is that 
the relic, originally the most important aspect of 
the whole, must have come from Constantinople. 
As seen in other examples, such as the tenth- 
century Vatican staurotheke and the later Morgan 
triptych, True Cross relics were usually provided 
with containers in Constantinople even if these 
were elaborated elsewhere (see New York 1997, 
10.35, pp.76—7 [A. Weyl Carr] and no. 301, 
рр-461-4 [W.Voelkle]). 
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Pectoral reliquary cross 


Probably Constantinople, second half of ninth 
or tenth century 


Gold, niello, wond, total height 7.2 em; outermost cross 
4-2 к 3-2 ст, internal cross 4 x ዓ cm; innermost cross 
(the relic) جو‎ x 5. 7 спа 


one. Ml Areharological анне тэ! Museurn, lulgarian Academy of Science, 


TROVESANCE: Руса, capital of the first Bulgarian kingan, мести in nimh . 
vary ами im bug deri caravaan im the westerm sector 185 الد رتا‎ 


“литр вкртиямсаа: Doncheva-etua 1979; Rome ances, 16-55. 5 


This reliquary is composed of three crosses 
inserted into one another, Two are golden and 
Опе wooden with the relic mounted on it. 
Miniature scenes executed in niello decorate 
both golden crosses; "The external cross bears 
seven Christological scenes: front, above, the 
Annunciation; left, the Nativity; right, the 
Presentation in the Temple; below, the Baptism; 


centre, the Transfiguration; reverse, above, Christ 
enthroned within a mieelalli in supported by four 
angels; below, the Anastasis over the horizontal 
arm, the Asc епянт wih the Virgin Mary anc the 
twelve: Apostles, The irns riptions read: front, 
above, "Ave"; left, ‘Nativity’. 

The internal cross features [ከር Crucifixion 
and the Holy Virgin: front, Christ on the ۲۲45 
with the Virgin Mary and St John the Evangelist 
on each side, the tablet with Christ's monograrm, 
Ше sun and the moon. The cross rises above 
Golgotha with the skull of Adam. On the reverse 
can be seen the Virgin Nicopois (Bringer of 
Victory), surrounded by the holy bishops within 
medallions: St John Chrysostom, 5t Gregory 
the Theologian, 51 Nicholas and St Basil. The 
inscriptions read: front, ‘Jesus Christ; below His 
shoulders - Here is thy Son, Here is thy Mother’; 
below, ‘Place of the Skull’: reverse, at both sides of 
Virgin Mary, ‘the Holy Mother of God’; vertical 
arm, above, ‘Chrysostom’; below, ‘Basil’; left, 
‘Nicholas’. All the inscriptions are in Greek. 

The relic itself, perhaps coming from Golgotha, 
lies below an opening in the innermost cross. 

The Pliska reliquary seems to be a product 
of a workshop in Constantinople, И probably 
came to Bulgaria as a royal gift after the 
conversion of the Bulgarians to Christianity in 
864. Two more masterpieces associated with the 
загас skilful hanciwork are known: the Fieschi- 
Morgan staurotheke in the Metropolitan Museum 
in New York (cat. 52) and the silver cross of 
Vicopisano (see Biehl 1010—12). 


КАТТА MELAMED 


54 
The Beresford Hope Cross 
Byzantium, second half of the ninth century 


Gold cloisonné enamel mounted on silver gilt, 
87 x 5.8 ። 1.8 cm 
Virama 86/1 Alberi Muscum, London, ፻05-1885 : 
FROVERANCH. | Dumérd Сойесгиня: Boresiond Hope (Collection; bought 
ከና በአና Verona аан! Albert arm, Laden, iB. 
mac аатинаа: Lahare 18847. pp.556 71; Kandal 6894. pp مور‎ -5 
چنا‎ jg ge (German гх їнэн, Dalinn igin, p. 
Reil 93፡5 pp. 74, i03 74; Ниет i3. 
ыта ой. pp-sqz— (MLC Ёсыг: Wessel 42 чай тай Campbell ral p тър pl. s. 
London. ft, рр-184, 147, نو چا‎ 138. 15. Егалетт London таны, no. 141 (TE Вон васат) 
The Beresford Hope Cross is a silver-gilt pectoral 
cross, hinged to open, with a cruciform gold 
cloisonné enamel plaque mounted on either face. 
The front depicts Christ crucified between 
half-figures of the Mother of God and St John the 
Evangelist. Above these figures are the sun and a 
crescent moon, while below them is Adam's skull, 
signifying Golgotha. On either side of the skull is 
an empty triangular setting; there is considerable 
damage to this half of the cross. Clumsy Greek 
inscriptions in gold strip set on edge in Ше enamel 
represent the conventional abbreviation for 
‘Jesus Christ! and Christ's words from the Cross: 
‘Behold your sont... Behold your mother!” 


The back of the cross shows the Mother 
of God full-length in an attitude of prayer and 
surrounded by the busts of different saints — John 
the Baptist (at the top), Peter (го the left), Andrew 
(io the right) and Paul (below), all identified by 
imsenptions, 

The backgrounds against which the figures 
appear are translucent green, typical of the first 
phase of Byzantine cloisonne enamelling = from 
the end of iconoclasm in 843 to around the middle 
of the tenth century, The figure-drawing and the 
enamelling are not very competent, possibly 
suggesting manufacture early on in this penod. 
Enamel is coloured glass: when heated to its 
melting-point, glass bonds with metal to form a 
laminate. In cloisonné enamelling, the composite 
surface of glass and gold strip is then finished by 
grinding and polishing. 

Made to contain a relic, almost certainly 
a sliver of the True Cross, the Beresford Hope 
Cross would have been worn on a chain around 
the neck. 


DAVID BUCKTON 
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Group of Byzantine coins 

Thr Barber lesse al Fone Ara, Birmingham. Піс Wey Barber Trus 
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rma دع وع تا‎ zi әлі i7 пй form part olf ihe T^ 
تا‎ ining Caller Сан зру а, 954-5 аг سو‎ [arm part of dhe 43. Нагыз 
حسوعلسیت‎ Cat 35-30 fees pan ol ibe Bej Collection of l'alaslingarr vrina. 


55.1 
Зайди of Constantine 1 (303—37), 63005 


Mint of Nicomedia, 335 

Cold, diameter 2.1 cm 

Chorme: Constantine | with diadem 

Reme Victory on a shield held by Genius. 
VICTORIACONSTANTINIAVG (the Victory of Constantine, 
Augustus SNC 


55.2 

Follis of Constantine I (307—37), 6 
Mint of Constantinople, مود‎ - 45 

Bronze, diameter 1.9 cm 


Übcerse- helmeted female bust. VRBS ROMA (City of Rome). 
وس‎ she-wolf suckling Romulus and Remus; CONSE 


55-3 
Solidus of Constans (4377 50), 83434 


Mint of Thessalomila, 317:40 

Gold, diameter 9.3 cm 

Oire bust ol Conan FLIVLCON STANS РЕАМО 
(Flavius Julius Constans Augustus, the Prous, the Forunate) 
ደጠጠ፡ Victory with spear, trophy and palm branch. 
VICTORIA DDNNAVGG; TES | 


55-4 


Follis af Constantius II (337—661), R3338 


Mint of Trier, 350—53 
Copper, diameter 2.3 cm 
Olver bust of Constantius П. DNCONSTAN TIVSPFAVG 
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ag! 





Ree X PiCh-Rho Wanked ከነ Ааш! ШІ, 
SALVSAVGNOSTRI: TRS 


55-5 
Sour o£ Valentinian IT (375 - 92), 18155 


Mint of Constantinople, 383- 88 

Gold, diameter 2 cm 

በጠር bow of Valentinian ЇЇ. DNVALENTINI ANVSPFAVG 
صا‎ personification of Consrantinople. CONCORDI 
ААУСССЕ, СОМОН 


55.6 
Solidus of Anastasios 1 (491—518), во 


Mint of Constantinople 

Gold, diameter 2 «тп 

ዐክጠኗ bust of Anastasies 1. DNANASTASIVSPERPAVC 
ጽጠጠ Victory with long, jewelled cross. VICTORI 
AAVCCCI; CONOB 


55-7 
Solis of Justinian 1 (527 - 65), 8338 


Mint of Constantinople, 545 05, 

Gold, diameter 2.2 ст 

emg ህዛ of Justinian | holding globus cur and xhickl. 
DNTVSTINI ANVSPPAV] 

Keene angel Їнэ шд gabus cruciger and Chiristogram-topprd 
tall VICTORII AAVOCCS: CONDE 


55.8 
Solidus of Justin П (565-78), виза 


Mint of Constantinapbe 

Gold, diameter 2 cm 

Clore bust of Justin ЇЇ holding globe topped by Victory 
and име. DNIVSTI NVSPPAVI 

Reme seated personification of Constantinople, holding 
spear and дай cucger, VICTORI AACCCA; СОМОН 


55-9 
Solidus of Phokas (bo2—10), 52423 


Mint of Constantinople, бол 

Gold, diameter 2.2 cm 

ዐክጡ፡ bust of Pholas holding mapia cree, 8 cloth waved 
by the coms! to start games in circus, and а cross, ONFOCAE 
РЕКРАУС 

Remie angel holding Chrsiigram-tepped long wall and гізін 
eua, VICTORLAAVCCE СОМОВ 


55.10 
Solidus of Herakleios [610 —41), 1 


Mint of Constantriople, б29 31 

(зай, diarmeier 2.2 cm 

ome ከ68 of Herakleios and ٢1 عمکللت‎ Constantine; small 
cross between DDNNHERACLIUSETHERACONSTPPAV 
four Lords Herakleios and Heraklcios Constantine, Auguatei) 
Ameo: cross potent on ከጨ and three seps. VICTORIA 
AVGUG; СОМОН 


55.1 
Salidus of Justinian II (first reign 685-95), 14381 


Mint of Constantinople, 692 = ба, 

Gold, damer а ۔ سب‎ ۱ 

beers: bust of Christ, right hand raised іп ہیملا‎ left 
[Jesus Christ, Ruler of those who በ. - ЭРЭ” 
ለመጠ standing figure of Justinian EI, holding cross potent on 
steps in right hand, and akatia (salk roll of dust, held by 
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emperor duirme шив bo тети arn 891 phas 1701061011۲۴ al 
fifi) in Тих efi: DIS TINIAN 1155211101118111 tfur Lond 


Justinian, Sera ed Curio 1 ші, Aerial) СОНСО" 


RR 12 
30:1 
Зоран of амлан 11 (second reign 70511), 7٦ 


ТЕЕ Ы 

(10141, tamir 24111 

Doe жээ ol Cisi, гав ініні Інген, exilis lui] гах 1 
blessing, left Їн ин the Gospeldbook. DSIHSCHSREX 
REGNANTIUM 

rikani [1] иь! анд vba sen Tiberis из right;‏ جم 

| worn them cns potent on niece and bs ኣኮ 
DNIUSTINIAN USETTIBERILISPPA (Chu Lords Justinian 


aid Tiberis, Анти! 


БЕ 10 
95-13 
Solidus of Leo IV (775-80), 84584 


Mint of Gonstantinaple, 778: 78 

Сима, diameter z cm 

(አጠ busts of Leo IV to left and Constantine VI to righi, 
Coss between them 
LEONVSSESSONCONSTANTINOSONEO (Lea and 
Cotetianting the Young) 

ጽድ bun of Leo 111 16 Їей and Constantine V to nghi 
Cree between them, LEONPAP'CONSTANTINOSPATHR 
(Leo (Сағат Емине anc Consantine Father) 


55.14 
Solidus of Irene (707-802), в4 бод 


Mind of Constantinople 

Geld, diameter 2 تم‎ 

መድ bust of Irene, holding elder mingr in right hand and 
cross серое in left. EIRINH BASILISSH (Irene, Queen) 
Rame ая obverse. “ЕІКІМН BASILISSHG (Irene, Queen) 


55-15 
Solidus of Michael Ш (842- 67), B4744 


Mint of Constantinople, Baz ұл (2) 

Cald, diameter 2.1 cm 

Сеты bust of Theodora holding ععظمام‎ emrige іп right hand 
and cross scepire in left. +A BORD RASESPVNS (Theodora, 
Despoina) 

Revere: three-quarter figures of Michael 111 holding globus 
стигудет to left and has sister Thekla to right, holding long 
patriarchal cross. “МЇХАН! 56) ECLA (Michael and Thekla) 


55.16 
Solidus of Michael Ш (842—067), 54745 


Mint of Constantinople, 843 (77:59 

Cold, diameter 2 cm 

Cheese: bust of Christ with cross behind head, raising hand іп 
blessing and holding the Gospel-book. ЇН8Ч8Х RISTOS 
[Jesus Chris) 

Ames buss of Michael ШІ to left, and Theodora to right 
+MIXAHL SGE ОдОВА (Michael and Theodora) 


55-17 

Sulidus of Leo VT (896—912), 14807 

Mint of Constantinople, BEG- quB 

Gold, diameter 1.9 em 

በቅፅ bust of Virgin (አጠነ +МАВТА + and MR ӨЧ 
(Mother of God) 

Катты: bust of Leo VI holding globe surmounted Бу 
patriarchal cross: LEONENCRISTOBASILEHSROMEON 
Перо, in Christ Emperor af the Romans) 


58. 18 


Sofie of Romanos 1 Lekapenos (сусу Hi 
4 4 h 


co-emperor with Constance VII 


lP'orplsyrogennetos [soli rule 045 - 5o) "1819 


Мин ol Cmstantimiple, qii qa 
(roll, diameter ጋ am 

Oben Chris with (ጠዘቨጠጠበ nimbus, seated өп уте hed 
11۲۸۴۰ bowl በዘዛብ በ ከክፍ888, amd цн єсєн Gospel-boak 
ННАХРАКЕХ КЕСМАМТТЧМ | 
Beers bust ed Romine | ሀ) bet and Сїчарн 


қ ; [9 night 
holding ремита а cross between ilem = 


ROMAN ETXPISTOFO AGGL Romanes аги! 


бігіз ቫ ет, Augusta! 


5519 
Мойес of Constantine VIT Porpliyrogenn 
rule 945-59], 14855A 


Clos (sole 


Мин of Gonstanimnaple, 047 

Gold, diameter 21011 

ኣመድ bust of Christ with cruciform nimbus, land raised in 
blessing, and holding the Gospel-book. 
*IHSXPSREXREGNANTIUM 

Кт ከህ51 of Constantine VIT, holding in right Бан elihus 
ounce topped by patriarchal cross. CONSTAN T^ АМТ CRA 
ТЕ (Constantine, Emperor of the Romans) i 


55.20 
Histamenon of John I (969 76), 849544 


Mint of Constantinople 

Gold, diameter 9.2 cm 

Obere: bust of (919181 Pantokrator with cross nimbus, hand 
raised in blessing and holding Gospels. «IHSXISREXR 
EGNANTINM 

wese John 1, bolding pobe, is blessed by the Virgin, and 
crowned by Maus Det (he Hand of God). 
*OEOTOC'"BOHGO IG'SESP (Mother of Curl ані John 


Despot) 


55.21 
Histamenon of Basil 1] (976- 1025), 84969 


Мин of Constannaple, ghy 17” romi 

Gold, diameter 2.4 cm 

Übeerse: іше of Christ with crow nimbus, right hand raised in 
blewang, left resting on the Gospel-book. | 
*IHSXISREXREGNANTIUM 

Reeve busts of Basil П to left, and Constantine ҮШ to right, 

holding between them patriarchal cross crosalet. 
4BASILCCONSTANTIBR (Basi! anc Constantine Emperors 

о the Romans) 


55.22 
Histamenon of Romanos IV (1068 —71), n5423 


Mint of Constantinople 

Gold, diameter 2.7 cm | ! 
በጠ three brothers stand on cushions: Constantine (ЕЙ) 

and Andronikos (right) hold globus ህገረ and абаа and 

Michael VII (centre), labarum and айн. КОМ MX ANA 

fame Christ crowns Romanos ГУ to lefi and Eudokia 10 

right, each carrying globur еншіге. +POOMANS EVAKTIIM ın 

the left and right; IC XC in field 4 


55.24 
Trachy of Manuel I Komnenos (1437 80), ву?! 


Mint nf Thessaloniki 

Electrum (alloy of gold and silver), diameter 3.3 crm : 
Офсет: the Virgin holds a medallion with the Christ Child لا‎ 
her lap. MP OV қ 
Reverie: standing figures of Manuel T to lelt, holding ዐላ AP 
5t Demetros to right, holding between them а labarum. 


МОНА AEC c Mami, күн АН ГГ 
МА 23 


| eiat rs 


55:24 


ሥሥ”) ዞዛጣ ud 


«qam iani 


Isaac Ш Angelas (131850), لوط‎ 


хаг о Con | 
«ішітігісі ያ ШЕП 


би, ре Митин |" dels аве niece: Сиа Сш из her Lap 


ህዚ | 
۸۳ 

Revie ела |! 
changer Ми! 
СЛАКЮС (саас | 


ves deft holding Lalani: Їнэн с ۲011, and 
wel bo right, both Їнэ да sword between them 


YT xX AFP MX Arhangel Micherel 


IHyperpyran of Michael ҮШІ Palaiologos (1259 Ва), 


німіз! 
ہیں‎ of Constannople, кабі Ra 


Пан! diameter 2-3 (٦ | E 
leer: hall fugare of the Virgin Crates, within the walls 4 


Constantinople МӨ 
Rame Arhangel Мк hack presents Michael ӨЛІ, who is 
keer ling belor Eniliraned Choris WTLAR: IC XC: ABM 


55.20 
Fiyperpyran of Andronikos IE Palaiologos 
(1282-1420), 80189 


Мин of Constantinople, 1282-1014 

Gold, «Ватнлсг 2:3 cm 

Сетне الما‎ igure of the Virgin Crans, within the walls of 
Сзънмаите е. BM; ** 

Rame Andronikos 11 prostrate before China, who blesses the 
emporor, and holds the Gospel ANAP/NIKOC/IT |МАЦИ 

| ПОЛ ОПА АЕА (Andronikos Palaiologos, Despa 
m Christ; IC/XC 


55-27 


Trachy of Andronikos П Palaiologos (1282-1428), 
886216) 


Mint of Thessaloniki, (982 ہو‎ 

Copper, diameter 2.1 em 

tere: hall-Aengili figure of St Demetrios, holding sword аг 
shield. OAT; MH/TPI (Saint Demetrios) 

Ramie Andronikos 11, holding дни topped by painarehal 
cross, and Їечг-Чв-й-цсрреад scopre. АМ | КАЛТТЕА 
Androcikos Palaiologos, Despot) 


55.28 


Маса of John. 1 (1425—48), 86492 


Mint of Consiantinople 
Silver, diameter و‎ ) cm 


Über iust of Christ with cross nimbus; pellers in outer 
сие IC XC 


ጽጠ፡ інім ol ова VILL 
ЧОДЕПОЛСОПАЛЕОЛОГОС/ ХАРТ. Н ВАС 
ПРОМА тоум. (Despot Jahn Palaiologos, Emperor of the 
Ramana by the Grace of Со) 


55.29 


One eighth stavraton of Constantine ХІ (1448-53), 
47-2006 

Mint of Constantinople; 1449 53 

Silver, diameter 1.3 ст Ч 

Obeerve lust of Christ IC XC 

Reverse: bust of Constantine. ЖҮК C 


In 5 world without electronic and printed media, 
парету and inscriptions on Byzantine coins 


Whiting 1075: Grierson 1982 ап (4ባባዘ, 
Cieorganteli зов) provided one of the most 
powerful media through which imperial and 
religious ideology reached individuals within and 
ole the borders of the empire through 
networks of trace, pilgrimage, war and 
intermarriage with Western and Eastern royal 
families (London 20054). Constantine the Great 
widely advertised the Foundation of 
Constantinople by making i onographical 
references on his coins to the legendary building 
of Rome by Romulus in the eighth century пс. 
Coins from the fourth to the sixth century struck 
in Constantinople continued to convey this 
message by depicting traditional symbols of 
Rome, The she-wolf suckling the twins /eat.55.2) 
and female personifications of Constantinople 
modelled on similar Roman types (cats 55.5, 55.8) 
bear witness to continual aspirations of successive 
rulers Гог their developing imperial capital (Bühl 
1995, рр. 01—77). 

During the same period coins superbly mirror 
the Chrisianisation of the empire by gradually 
substituting Christian for pagan imagery and 
messages, The Greco-Roman symbol of 
Iike/ Victoria (Victory) was transformed into ап 
angel (cats 55.1, 55.3, 55.6, 55.7, 55.9) and the cult 
of Salus, which linked public welfare and 
prosperity to the emperor's person (Marwood 
1988; Winkler 1995), was effortlessly combined оп 
coins of the Constantinian dynasty with the 
Christian Chi-Rho (cat. 55.4). The latter, together 
with the symbol of the Gross, first appeared on 
fourth-century coins, developing under Tiberis П 
(578- 82) into the cross potent on steps, a motul 
that dominated the reverse of gold coins 
throughout the seventh century (cat. 55.10), Until 
the fifteenth century the cross, either on its own or 
carried by the emperor, his associates or heavenly 
powers, remained a very distinct element of 
numismatic iconography across the spectrum of 
metallic values and denominations. The face of 
Christ appeared first on the gold зот of Justinian 
Шз first reign (685-95) as the "Zeus-like' bearded 
and long-haired Pantokrator (cat.55.11). Dunng 
Justinian Ша second reign (7051) Christ 
appeared again on the obverse of gold хойт, this 
time curly haired and short bearded (cat. 55. 121. 

During iconoclasm emperors replaced the 
bust of Christ with crosses and their portraits. 
Other members of the imperial family are also 
shown (sons, fathers and forefathers), the final 
result being similar to family portraits (cat. 55.13). 
Following the restoration of icons іп 843 the 
*Zeus-like" type of Christ was reintroduced on the 
obverse of coins struck by Empress Theodora 
(сан. 55. 16). From then onwards Christ standing, 
enthroned (cat.55.18), in bust holding the Gospel- 
book (cats 55-19-21), or crowning the imperial 
couple (cat. 55.22) dominated the obverse of the 
Middle Byzantine coins. After 1261 Michael УШ 
(1258-82), Andronikos 11 (1282—1928) and 


Andronikos Ш (1328 — 41) struck on the reverse 
of their gold уретру powerful compositions 

of Christ in the company of the emperor (cats 
5524 269, Ив on the obverse of the fourtcenth- 
and fifteenth-century silver Вада, метал and 
their denominations that Christ makes his 

last appearance (cats 55.2829). The style 

is distinctively Western and quite crude in 
comparison to earlier issues, reflecting the artistic 
references of Byzantine dic-cngravers and the 
clwindling resources of the shrunken Byzantine 
Empire, 

Divine endorsement and heavenly protection 
of the empire were projected on Byzantine coins 
also through the display of the Manis Dei (Hand 
of God) crowning the emperors, and the Virgin, 
saints anc angelic power accompanying them 
cats 55.20 - ከ). The Virgin Mary was first shown 
on the gold soldi of Leo VI (886—912) (cat. 35.17). 
From the tenth century her image, praying, 
holding the infant Christ or blessing the emperor 
became widespread on Byzantine coins (Penna 
2000) (eats 55-20, 553.23 6). The Archangel 
Michael appears on the gold Ayperfryra (cat.45.24), 
clectrum trachea and copper fetartera of Isaac 11 
[1185 - 95 and again 1204- 04), reflecung this 
emperor's devotion to his cult (Choniates, ያየ 
1. p.442; Hendy 1999, p.368). After 1261, Michael, 
warrior patron saint of the Palaiologoi, appears 
frequently on their coins alone, blessing the 
emperor or presenting him to Christ (cat. 55.25), 
as a further reminder of the divine protection 
of the city of Constantinople and the empire 
(Talbot 1993, pp.258—b61). St George's image is 
encountered mostly on Consranunopolitan coms, 
while that of St Demetrios, patron saint of | 
Thessaloniki (Cormack 1989; Macnides 1990], | 
on coins of this city in the company of the 
emperor (cat. 55.24) or on his own (cat. 55.27) 

(Georganteli 2001; Morrisson 2003). 

As far the imperial representation on coins, 
Byzantine rulers continually chimed to be the 
sole legitimate rulers of the old Roman Empire 
(Angelov 2007) through appropriate iconography 
and inscriptions. With the exception of a short- 
lived exploration of portraiture under Phokas 
(6о2- 10) (cat.55.9), Leo VI (886- ого) and 
Constantine VIL (sole rule 945—549) (cats 55.17, 
55.19), the majority of images are sheer icons of 
majesty with no reference to the physical likeness 
of actual people. The tradinonal Roman profile 
and three-quarter bust was abandoned in 538/30 
under Justinian 1 (527—65) in favour of a facing 
опе, while more complex compesitions of 
emperors, their associates and heavenly powers 
on Мине and Late Byzantine coins advertised 
continuity of the institution and the carthly and 
divine protection of the empire. John V (1341-7091) 
was the last emperor to issue gold coins, and the 
silver шагтаізн (worth hall an old gold Луреурутан) 
became, from the 1350s, the main high-value 
currency for the last century of the empire's 


CATALOGUE ENTRIES 55.24- 55.20 303 
















existence (Grierson 1999A, рр.зо-1, 200 11. The 
last samata and their denominations were struck 
under the orders of Emperor Constantine ХЇ 
(1448—53! (Вспаа! 1001), days before the Fall of 
Constantinople to the Ottomans on 29 May 1453 
(cat.55.29). These silver coins, made from reused 
church silver, represent payment for the few 
Western mercenaries who, together with 
Byzantine soldiers, made Byzantium's last 

stand on the walls of Constantinople. 

The lives of princesses and empresses are а 
fascinating part of Byzantium's history, ус! arc 
rarely recorded in coinage (Garland 1999; Tobler 
and Brubaker 2000; James 2001; Herrin 2004). 
Mothers and regents during their 50115” minority, 
daughters or wives, and only very rarely ruling in 
their own right, these powerful ladies shown in 
imperial robes, elaborate headdresses and 
jewellery offer а rare glimpse of the splendour and 
polines of the court. The depiction of Irene (797 - 
Воз) on the obverse and reverse of her gold سنہ‎ 
[cat.55.14) proclaims her as sole ruler | Ваяйза, 
the female Greek form of Emperor), a role that 
she achieved by the blinding and murder of 
Constantine V1, her own son and heir to the 
throne. In 843 the careful design of coins struck 
during Theodora's regency announced both the 
arrangements made for her infant son Michael III 
following the death of Emperor Theophilos and 
her role in the final restoration of icons (Grierson 
1973, 1. pp.454—58). Theodora's prominent 
position on the obverse of Michael Ш first gold 
solidi is coupled with her title "Despoina' (female 
equivalent of Lord or Emperor), while her 
shown with Michael III on the reverse of the coins 
(cat. 55.15). On the second series of Michael III's 
gold зойл! Theodora i$ moved to the reverse, 
leaving the obverse to an image of Christ 
(£21.55.16). 

In the cleventh century Empress Eudokia, 
widow of Constantine X and regent for her sons, 


advertised her marriage to Romanos IV Diogenes 


(106871) and his elevation to the position of co- 
emperor by reviving the iconography of fifth- 


emperors are depicted on the obverse of Romanos 





composition of the newly married couple being: 
crowned by Christ legitimised the union and her 
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Lives of ханз with Si Euphemia, loho 1210 1227 
Consantimople, агац 1o 

'urchiment, 44:2 » 45 em 

[በ Пени bae, Linken, Add. (181) 

races asc. седене ther Brim 1 ሠዘነ Between Ми በብ is an ቦዛ of de 
Шеган 

загар ie Waly ae 

This hook is the first (and only known volume) 
of a series of books with the lives of the saints in 
the text established by Symeon Metaphrastes in 
the tenth century and arranged im order of the 
Church calendar. This has the saints for the 
months of September (the Byzantine year began 
on 1 September). The whole set would have 
consisted of perhaps ten books if each volume 
was às extensive as this one (273 folios). The name 
given to such a text is a menologion, Such books 
were very popular in the eleventh and twelfth 
centuries, but of a thousand Metaphrastic 
menologia, only about fifty are illustrated and 
only ten of these contain cycles such as this one. 
И seems that the artist had access to other 
illustrated versions, and this suggests its orbit of 
production was Constantinople, perhaps even 
connected with court patronage. 

Each saint's life is illustrated in the 
ornamented headpieces تد‎ the beginning of their 
lives, and painted on a gold ground. Among the 
September saints in this book are some who have 
special connections with the period of iconoclasm. 
On folie тоте, for example, St Euphemia is shown 
naked, her hands outstretched in prayer, being 
burnt alive (she was martyred at Chalcedon in the 
carly fourth-century persecutions). Her relics were 
moved to a cult church in Constantinople, but the 
reliquary was thrown into the Bosporos in anger 
during iconoclasm. Her cult increased in 


popularity after iconoclasm. 


Several of the miniatures underline the 


increase in the cult of saints in Byzantium after 


iconoclasm. On folio 60r is the event celebrated 
annually on 6 September, the miracle at Chonai, 
Archangel Michael prevents the devil from 
flooding the hut of the pious (and haloed) monk 
Archippos at Chonae by diverting the river water. 
The scene is framed by columns, which each have 
the conceit of a marble knot half way up. This is 


a feature found in church templon columns at 


this period, and so gives the impression that the 
miracle occurred in a sacred place. 





Icon with the Triumph of Orthodox 
Constantinople (7) second half of the fourteenth century. 
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The toon си Ч the Tr mph of Orthod 

ዘኒ Greek in red letters нэ Уу now rubbed o 
the Горе were also named in red but Неа , 
inscriptions too are abraded, This is Ше саг х 
known example of the subject, but à later сол 
of this actual icon gives some more saints’ 420 
apse of 

iconoclasm, which was celebrated on ہر‎ M 


(Chateidakis 1998), И represents the сой 
| arch 
843 (and annually thereafter оп the first Sunday 
18 Lent), and the declaration by Church and State 
that icons were integral to the True Faith - 
Orthodoxy. But it was painted several centuries 
alter the event, and this ume lag means that there 
are several layers of meaning (Kotoula 2006), 
The composition is focused on an icon within 
the icon = the famous image of the Virgin Mary 
Hodegetria believed to be painted by St Luke, 
a story which emerged conveniently during 
iconoclasm, and which was employed as clinching 
evidence that icons were sanctioned in the faith, 
The red veil (демо has been unfurled and below 
the icon is а podea, the cloth that covers a holy 
altar. This gives the display of the icon a liturgical 
character in keeping with the character of the 
festival of Orthodoxy in the fourteenth century. 
Two (winged) guardians of the icon dressed in red 
stand on cach side. En the upper register are the 
historical figures who ended iconoclasm, the 
regent Empress Theodora and her infant son 
Michael Ш to the left, and Patriarch Methodios- 
and other high clergy to the right; below is a 
procession of famous iconophile champions, 
same, like 5t Theodosia at the left, carrying 
icons of Christ, 

By the fourteenth century the Hodegetria 
icon was the most famous pilgrimage icon in 
Constantinople, and councils in 1341, 1347 and 
1351 had updated the articles of the True Faith 
(written down in the Srnodikon of Orthodoxy). | 
Several of the saints represented werc the subject. 
of increasing veneration in Late Byzantium, such 
as St Theodosia, whose festival day of 29 May was. 
being celebrated with a procession on the day the 
Ottomans entered Constantinople in 1453 = the 
same day that they hacked to pieces the icon of 
the Hodegetria. 

The precise date and place of production i$ 
still a matter of debate, but the Monastery of the 
Hodegon, Constantinople, where the icon was 
kept, was a centre of artistic production at this 
period (for example, the illuminated Айин 
Hymn [Moscow, syn. Gr, 429]) and is а possible 
provenance, 
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This коп of the Archangel Michael, together with 
3 similar one also in the Treasury of St Мак 
was probably part af the booty brought back from 
the Fourth Crusade in 1204; it 18 listed in the 
inventory of 1325. Из dimensions and the richness 
ol its decoration make it an extremely rare 
surviving example of Byzantine golclwork, 

ihe embossed main figure is combined with 
sumptuous cloisonné enamel depicting an 

idealised Paradise garden whose entrance is 
guarded by the Archangel Michael. 

The enamelling of the hair on the archangel's 
head is the single surviving example of this 
technique applied to ап embossed element, while 
the enormous halo around the head demonstrates 
the boldness of this gifted artist's imagination. 

The frame is decorated with a carpet of 
enamel work in which are arranged, on the upper 
fascia, three circular medallions with St Peter, 
Christ and St Menas: the saints on the lower edge 
are now lost, On the vertical edges four shicld- 
shaped enamels depict cight soldier saints, 
protectors of the Christian forces, in pairs, each 
identified! by name: the two St Theodores, St 
Demetrios and St Nestor, St Prokopios and St 
George, St Eustathios and St Mercurios. Recent 
restoration has revealed that during the 1834 
restoration the archangel's large wings were 
renewed; these are now considered to be out 
of proportion with the figure of the archangel. 
Also during this restoration the gems and precious 
‘tones on the frame were replaced with slivers 
of coloured glass, 
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Four Gospels, folio 160 


“Ханы quarter of the twelth century, Constantinople 

га елити, 18.6 х 13.2 ст. 1-325 folios 

aments: Eusebios" letter to Carpianus (үг- бу), Four Gospels 
[ወዮ 323r). with chapter lists to each Gospel, horniletic 
ETP, and verses on the Evangelists 

тийн Арамоса ጓ'በህርዘ6ዉ Ушікан City, God, Urbin Gr. л 
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The portraits of John II Komnenos (1118-43) and 
1 son Alexios Komnenos (r.1122— 42) show that 
this small, elegant Gospel-book was commissioned 


by ~or for = the emperors, possibly by Jolin 
himself for his sen. Из style, к оповгарћу, 
ornament and colours link it to a group of at least 
a dozen illuminated books which are often called 
Ше Kokkinobaphis group since it included 

two copies of the Marian sermons of [ames 
Rokkinobaphes [see also cat. 204), Several 
manuscripts in the group are argued as imperial 
productions, but this manuscript is the only 

onc to have ruler portraits. Its modest scale, 
unpretentious content and traditional programme 
of paired feast icons and Evangelist portraits 
contrast with the big liturgical manuscripts 
commissioned by earlier emperors, and this has 
led scholars to disparage the Komnenian court 
scriptorum. In fact, the Kokkinobaphos group 
does not represent a scriptorium: united only in its 
style, it must reflect a prominent painter or shop 
working on varied commissions with different 
master scribes, This book presents the rulers less 
as instigators than as consumers of contemporary 
bibliophile fashion, which favoured the personal 
New Testament devotional book, luxuriant 
vinescroll ornament and animal initials, genre 
details and allegorical personifications. 

The book was surely produced between about 
1122 and 1142, when both emperors were alive, 
probably near the date of 1128 given on folio 2r. 
Some later verses about Alexios I Komnenos must 
have been introduced when the book was still їп 
а Greek-speaking environment, but the lines in a 
fourteenth-century Latin hand on folio 1, and the 
need on the part of the scribe who gave the date 
of 1128 to explain the Byzantine dating system, 
suggest that it was then among Latins, if not in the 
West. Federico da Montefeltro’s monogram аз 
count indicates that he had acquired the book 
before he became Duke of Urbino in 1474- 
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Psalter, folio те 


Constaminople, mid-tenth century 
Мапизспр on parchment, 37 к 26.5 cm 


ህከ алимыг de France, Parm, Cod. Par. Gr, ryo 
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This book with the Psalms and Odes was written 
and illuminated in Constantinople in about the 
middle of the tenth century, The text of the 
psalms, written in calligraphic minuscule letters, 

is surrounded by extracts from patristic 
commentaries relating to the verses presented in 
Ше centre of the page. The manuscript's fame 
rests on the fourteen full-page miniatures placed 
(with опе exception) at the beginning and end of 
the manuscript, These illuminations are presented 
as separate paintings, cach with а frame decorated 


with geometric or plant patterns or gilded; they 
fall into two clearly distinct iconographic groups, 
The seven first miniature paintings, at the 
beginning of the psalter, plus an eighth located at 
the beginning of Psalm 50, form a сүсіс devoted 
to the life of David, the presumed author of the 
psalms, The six last miniatures illustrate the odes 
or canticles of the Old and New ‘Testaments to 
be found atthe end of all Byzantine psalters. 
The miniatures have been executed Бу vanous 
different artists and do nor all achieve the same 
high artistic quality, but they nevertheless 
constitute а coherent group designed expressly 
Гог this psalter. 

The images all display a strong Classical 
influence. This is manifested particularly in the 
use of a pictorial ayle reminiscent of Roman 
fresco technique, and in the omnipresence of 
personifications such as the Mount of Bethlehem 
and Melody next to David playing the harp in the 
first miniature, or Night and Aurora next to Isaiah 
in prayer in the miniature introducing the filth 
ode. To these Classical references are added a 
series of references to contemporary imperial 
symbolism, for example the elements of palace 
architecture in the background and even more 
the ceremonial garments worn by David in several 
miniatures and by King Hezekiah in the last 
miniature of the psalter, these make clear 
reference to the emperor of Constantinople and 
his court. Glonfying the emperor as it does 
through the figure of David and that of Hezekiah, 
this opulent volume should perhaps be linked with 
the emperor ruling Constantinople in the middle 
of the tenth century, Constantine VII 
Porphyrogennetos (943-959). 
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Lectionary with cruciform text, folio tgr- 195r 
Constantinople, twelfth century 

Parchment, 3H.5 ж 20 cm 
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This large book is a lectionary and contains in its 
196 lolios the Gospel readings of the Byzantine 
liturgy arranged in order of the calendar of the 
Church vear, beginning with Easter Sunday and 
ending with the Lenten vigils. What is special is 
that it is one of only four manuscripts іп which 

the text is written in the shape of the cross, instantly 
conveying visually its central Christian significance. 
It has no figural miniatures, but each reading 
begins with an ornate initial, and decorative 
elements ornament the pages. The writing seems 
to Бе the work of just a single scribe, using brown 
ink for the text and carmine for the ekphonic 
notations (to help the reader to chant the words). 


CATALOGUE ENTRIES 58-61 


395 


MN НЕТА 





No expense was spared to set out the text over 
many pages of parchment, and this may suggest 
that the production of such a special liturgical 
book was the endeavour of the patriarchate or 
imperial palace at Constantinople. A note written 
on (оро 1 records the opinion of a bishop of 
Heraklia named Methodios (probably in the 
second half of the eighteenth century) that the 
whiting was actually done by а twellth-century 
emperor = either Alexios Komnenos or Manuel 
Komnenos. 
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Painted and gilded glass bowl 

Constanimople, tenth century 

Clas, а vinlet in colour, gilded and painted, slwer تل‎ 


and glass cabochons, height 17 сіп; diameter 87 cm; 
total breadth 43 cm 
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This small hemispherical bow! with its flared edge, 
made of very dark, almost black, violet-coloured 
glass, i$ а piece of exceptional workmanship. The 
delicate decoration of gilded arabesques covers 

the whole external surface and contains seven 
mythological figures; the scenes appear between 
medallions adorned with polychrome rosettes 

and fourteen profile heads, each in its own small 
tondo. The larger figures look like Classical 
figures, but it is not easy to identify them as 

they have no inscriptions and may be purposely 
enigmatic, like those on the Veroli Casket (cat. 66). 
The smaller profile heads resemble cameos but 

are equally enigmatic. 

The mount in silver-gilt recalls the mount 
of the Sisinnios Chalice, also in the Treasury 
of St Mark's; it consists of two handles, slightly 
unevenly attached, which present a four-petalled 
flower in the upper volute and a blue glass 
cabochon im the centre, 

The idea that the painted glass bowl is 
Classical and the mount medieval is no longer 
maintained; both the bowl and the mount seem 
to be have been made in Constantinople and to 
date from the tenth century. The pseudo-Kufic 
inscriptions inside the rim and on the outside 
of the base arc, И seers, ornamental. The 
combination of Classical imagery, Byzantine 
suggests that the bowl belongs ما‎ ሀከር 
sophisticated atmosphere of the Byzantine 
court at the time of Constantine VII 
Porphyrogennetos (sole rule 945-59). 
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Fragment of the lower part of à dalmatic 


Constantinople, eleventh eonun 

Figured «ан 4 Lats, twill weave 2 Fic 1, sil; ء۱‎ ۵۱ 
sewing Шит, 51.3 ጾ чуул cm 

hl وہب‎ ከፍ Prim алати Ма i hajate a ааа Др ጫክ” 

ба .جج تو اك‎ a тыч ад dal رع‎ gab, Laam iag, daiji 
121 

The characterisie cut of this silk [ragment 
indicates that itis the lower part of a priestly 
garment, probably а dalmatc (a long wide-sleewed 
tunic used ш the шигрү), Now in the Church ol 
Valere, Sion, Switzerland, where it forms part of 
an impressive collection of medieval abrics used 
to wrap relics, it comes from Sion Cathedral and 
was discovered іп 0923; it was restored іп 1073. 

The bold design with large medallions might 
seem unsuitable for use as a garment. However, 
manuscript illuminations show that such 
patterns were used, as a secular example, the 
representation of one of the courtiers of Emperor 
Nikephoros ІП Botamates, ¢.1071— Въ (инч de 
jean Chrysostome, Bibliotheque nationale, Pans, 
cod. Сохил 70), fol. 21), demonstrates. 

The large medallions contain twisted griffins. 
Asan the art of Sassanid Persia, every joint of cach 
of these fantastic animals is marked with a rosette 
or some other ornament Other circular patterns 
decorate the space above the hindquarters of the 
grilfins, as well as the upper part of the medallion. 

The use of purple might suggest that this was 
a diplomatic gift (Muthesius 1995, pp. 165-72), but 
it 5 just as likely that it was booty from the Fourth 
Crusade. Luxurious silk fabrics intended for court 
or diplomatic use were woven either in official 
workshops in Constantinople or in strictly 
controlled private workshops. 

The colour scheme of the silk is dominated 
by the strong violct hue of the purple dye, which 
stands out agamst the black background. The 
white weft thread is used only to emphasise the 
stylised shape of the griffins’ eyes. Very few fabrics 
in purple have survived from Byzantium, which 
gives added importance to this piece. 
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The Virgin's Grotto 


Constantinóple-Veniee: temple, fourth-fifih century (7); 
diadem, ninthr-tenth century; statuette, thirteenth century 


Rock crystal, silver gilt; gold clotsonné enamel, precious 

stones, pearls, total height 20 em; diadem diameter 13 cm; 

beight 3.5 cm 
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The object first mentioned as the ‘Grotta della 
Vergine" (The Virgin's Grotto) by Antonio Pasini 


in 1886 is composed of three parts cating from 
different periods; the temple in rock crystal is 


ascribed with reasonable convi tion to the 7 
Antique period, the адет of Emperor Те d 
silver-gili is Byzantine and belongs to the nini], 1 
tenth century, amd the statuette of the Virgin + 
eg was probably made in Venice in the 
thirteenth 00 when the various preces where 
سیت‎ Fhe work can be identified ак the 
ii gin በገ de cristallu furnitam argento делин, 
listed in the inventory of 1425, 

The votive diadem of Leo VI (886, 913) is 
а fine example of Byzantine enamelling. The 
fascia in silver-gilt formerly contained, between 
two rows of pellets, fourteen medallions made 
ol cloisonné enamel edged with pearls and 
alternating with triangular cabochons of parner 
The seven surviving medallions portray the 
emperor, identified by scholars as Leo VI, flanked 
on his left by St Paul and St Andrew and оп his 
nght by St Mark, St Bartholomew, St Luke and 5; 
James. The missing enamels are thought to have 
presented the image of Christ opposite that of the 
emperor, flanked by the six Apostles to total the 
canomcal number twelve. Contrary to what some 
scholars have suggested, the presence of the 
emperor makes и unlikely that the eoronet could 
have originally been the upper rim of a goblet, 
It 15 now considered that the peacocks attached to 
the upper edge, two of which remain out of the 
original three, with their tails decorated with 
bright blue paste gems and with а ring on their 
backs, prove that formerly the diadem and also 
possibly later the whole grotto were to be hung 
up. In addition, the small rings on the birds’ beaks 
and on the lower rim of the coronct are thought 
to have been intended to hang strings of pearls 
and precious stones in order to increase the 
devouonal impact of the piece. 
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Casket 

Byzantium, temh-elevenih centuries, with later alterations 

Bone on a wooden core, with brass clasps, 16.1 х 24 * 15.5 СП 
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Carved in bone on a wooden core, this box 
appears to be a cheaper imitation of more luxury 
ivory versions such as the Veroli Casket (cal. 
The twelve small rectangular plaques on the sides 
and centre of the lid show a уапегу of figures, 
some of whom are identifiable: those on the front 
include two versions of Heracles fighting à lion, 
with between them a seated warnor (now partially 
hidden by the lock) whose pose resembles that of 
Joshua (compare Goldschmidt and Weitzmann 
1930, no. ro). Others are more generic: 4 varicty 
of hunters and fighters, a centaur, and griffins 
attacking animals (the one оп the right end 15 

a modern copy), and the slightly incongruous 
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individual image on other boxes, which 
suggests that such boxes were mass-produced 

by combining plaques [rom stock collections, 
However, the part icularly eclectic mixture of Old 
Testament, mythologi al and generic scenes on 
this example is puzzling, The range, as well as 
variations in the carving of the plaques, has led to 
suggestions that the box is a montage of plaques 
from different sources, combined either in the 
Middle Ages, possibly in South Italy, or in the 
nineteenth century to produce one complete 
cxample. 
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The Мегой Casket 
Constantinople, mid-tenth century 


ivory and bore on wood core, metal hardware, 
IFA * 405 x 16 cm 
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The Veroli Casket allows us to view an aspect 
ofthe Byzantine world of which little material 
evidence now survives: the private sphere of élite 
«тепате and luxury, а world filled with 
humour, satire and croticism, balanced by 
erudition and virtuosity. Tt is perhaps the 
inest ivory carving of the tenth century, albeit 
combined rather more crudely with bone rosette 
ips as framing elements. The seven ivory 
Plaques with figural carving that acorn the sides 
and lid of this box display an apparently eclectic 
Mixture of و و‎ 
NR al mythological imagery: on the left of 
à lid the rape of Europa is placed next to stone- 
ሂከኮርኣነገ А 
miii youths; on the front Asklepios and 
қ سے‎ are shown viewing the sacrifice of 
Phigenia, to which they have по link. Other 
Ires, such as the woman having a thorn 
Fi гүм қ 1. а 
“moved from her foot by an eros on the front left 
Pe are impossible to identify with certainty. 
ገሮ " а iem 
የ most common theme is that of Dionysiac 
EY MA , 1 j 
Жы evident in dancing maenads on the lid, 
naked erotes who cavort on most of the 


plaques il the overt егенігінті on the back. On 
that side 100, scenes are echoed and parodied: the 
гарга of Europa and Ganymede сап both be seen 
ге-спасие by erotes 

No atemp 10 ከበብ à common theme or 
source for the images has yet been successful; 
rather the box appears to represent а playful 
tenth-century intermingling of deliberately 
ambiguous myths for viewers to disentangle. 
The juxtaposition of solemn tragedy and erotic 
comedy on the box means that the Classical 
past 18, like the carving of the ivory itself, heavily 
undercut. Henry and Eunice Maguire have 
suggested that the inclusion of humour and 
absence of identifying inscriptions were a means 
of ‘disarming’ the pagan subject-matter for its 
Christian audience (Maguire and Dauterman 
Maguire 2007, p. 162). Elements in the images may 
also have sought to provide а Classical sanction 
for the irreverent, occasionally scatological, side 
of court Ше that 18 sometimes commented on in 
chronicles: the maenads on the lid, for example, 
wear the pointed hats of theatrical mimes, so 
linking the contemporary world with that of the 
mythical past. 
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Carved box with emperors nding and hunting 


Tenth or eleventh century 

Carved and stained very, said to show traces of рїї ил, with 

silver (replacement?) lock, hinges and corner reinforcements, 
11.4 ж 260.4.» 13 cm 

1 ዯኗቋ dı نا‎ Слага ај гіс ሽጥ 

тина ман! du کا‎ trom [..ከ1ቤህቹበ[8ክጂጃ፣; Пияна НИ ier ifie img Sack ul 

ሂ፡ዘጀጄኔክ በዛ на. Tropa lop |ған Langini, chapla m ther Bash of Troys, 

Craitoce de Гешеней 

MUEKCTRD REFEREMCER Мен York ир, mi 4: ፲፻፡4 7:11 Мінгені; 
ዲከ 2698, جو ا۔م .45 جم‎ (ነ Унасан 

This solid ivory box with no wooden core 
represents, im Из matenal, extraordinary luxury, 
and in its images imperial power. Like the 
equestrian statue of Justinian on a column at the 
centre of Constantinople, the nders on the box 
enact both ceremonial allegory and heroic 
narrative. On the hd, in their impenal regalia, 
they receive territonal power from the timeless 
and seasonless personification of a city who offers 
an emperor а crown. On the front, the riders are 
lion-hunters galloping without stirrups past 
winter’s leafless branches. A similar branch tops 
the end panels, suggesting a change of season or 
reign; a phoenix preens itself below, among 
burgeoning leafy stems, as а sign of endless 
renewal, All the equestrian figures have general 
parallels in Byzantine silks; this bird resembles 
representations of the propitious fenghuang bird 
in Chinese gold or silver works of art, 

The stallions on the lid, like Jusiiman's well- 
built horse in Constantinople, stand with three 
legs still and long, straight гайх, But on the front, 
the hunters! cloaks stream out like their horses’ 
knotted tails. The hunters, probably father and 


son, are net, as they appear te he, back to back; 
they гига Fully to face one another as the archer, 
wearing а plumed өндө helmet, again like 


Justinian, rescues his sword-bearing companion 


with: а variation of the half-turned ‘Parthian shot’. 
The last panel, on the back, is also active and 
temporal: in autumn, with acorns npe on the tree, 
а boar-hunter, probably the younger emperor 
proving his valour, tramples his fallen cloak as 

he thrusts his spear. 

Both riding and walking, on the lid and the 
front, one hunter wears an unusual саре Ке 
helmet with the cuirass, and boots without greaves 
ог spurs. On the hid the emperors’ cloaks are 
pulled to a shoulder fibula. Their crowns and the 
stirrups under their feet are post-Justinianic; 
amuletic crescent-shaped pendants caparison their 
horses. Yet the spectators added to this scene on 
the lid seradelle the high defensive wall in 
humorous mimicry of the splendid but passive 
imperial riders. 
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Ivory with Constantine VII Porphyrogennetos 
crowned by Christ 

Constantinople, کہو‎ 

Ivory, 13.56 = 4.5 x 0.3 em 

Bimi Puan шсш ol Ер Ан, loni, шін [cee 
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Mice, 82% = 81. Seo 116618::1 Мичин, Ми, fm 8021: Sinir Рая до 


Миасыт of Fine Are omae, 869 іт 
кзг: pees: ілік Батты цан! ттт аа 934.50 түү, іле XIV 


አስፍዋዎ ہیر‎ p pese ክዩ brani በሰ) УМ goo agis Mw 
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The inscriptions read: around Christ's head: 

IC ጻር (Jesus Christ); above the emperor: 
KONCTANTINOC EN &(E)0/ АУТО KPA/ TOP 
(Constantine Emperor in God); beneath his Іей 
апп: BACIAEYC POMATON (Emperor of the 
Romans). The dating of the piece is based on style 
and the inscriptions, іп which Constantine is 
called ‘emperor’ of the Romans. Both suggest that 
the ivory was executed at Constantinople during 
the short period between 27 January 045, when 
Constantine VII became sole ruler, and 6 April, 
when his son Romanos became co-ruler until 
Constantine's death in 959. Grabar defined this 
scene as “the emperor's investiture by Christ 
(Grabar 1996, p.72). The original function of 
this ivory is unknown; it may have been a 
commemorative gift, like Ше earlier consular 
diptychs or perhaps the central decorative 
element on a manuscript. 

The naturalisue proportions of the figures and 
the detuled carving of the relief of the ivory are 
particularly noteworthy. The emperor is depicted 
without a halo, but with the imperial attributes of 
the jewelled stole (foros) and gem-studded crown. 
‘There was an attempt to render the emperor's 
appearance accurately: the specific shape of his 
hair and beard is found on gold coins of the 
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period of his reign (сай. 553. Christ is notable for 


his ascetic austerity. The simplicity of his garments 


is reinforced by the delicate drapery. The two 
figures bear 8 great resemblance to each other, 
and both are worked in fairly high relief. Christ 
із depicted on the same scale as the emperor, 
although a number of elements elevate his figure: 
the pedestal and his feet are rendered from above, 
while the upper part of his body is rendered from 
below, making the figure appear remote. 
Constantine VIL, in contrast, stands solidly on the 
soles of his feet. The two figures are shown 
together beneath а ciborum, 
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Comb 


Constantinople, between 856 and ді? 
Ivory, 10.3 x 10 x 2 cm 


ጋ ሇነ የ የ” ላ? ይመለ . ٠ ШАШЫ 

Fi NANG ancmymous pl, (88) 

Бай нэ Инд‏ سمش مہ aaa VAS‏ بش سور 
This unusual object was until recently thought‏ 

to be a sceptre, but a new examination has given 
reasons to identify it as the grip of a solid, one-row 
comb (Bühl and Jehle 2002). All that remains of 
the teeth is a series of regular incisions along the 
lower edge and on the underside. 

The piece 18 more than twice as thick as other 
ivory panels carved in relief that survive from the 
Middle Byzantine period — another indication of 
this object's different character and function. 

А further notable characteristic is the relief 
decoration on all surfaces, On each side a 
different set of three hall-length figures faces the 
viewer beneath identical architecture: One side 
shows Mary, in the centre, turning towards the 
emperor and about to place a jewel їп his crown. 
Contemporary texts permit this to be interpreted 
as symbolising the ‘pearl of faith’ (Arnulf 1640). 
On the opposite side the Apostles Peter and Paul 
flank the blessing Chnst. The physician saints 
Kosmas and Damianos are depicted on the ends. 

Ап inscription appears above the arches and 
in the architrave: “Leo, the emperor, shall rejoice 
іп thy strength, O Lord; and in thy salvation how 
greatly shall he exult' (text based on Septuagint 


Psalm xx, 2). On the other side appears: “Through 


the commandments of thy disciples, guide thy 
servants, On the coronation side is another 
inscription, in words based on Septuagint Psalm 
Xxxxiv, 5: Gather all strength, go thy way in 
good fortune and rule, lord Leo.’ 

—. The ‘Leo Basileus’ mentioned here has been 
identified as Emperor Leo VI (886-012), which 
makes this carving the earliest dated Byzantine 
ivory to have survived from the post-iconocastic 
era. Whether the comb was commissioned for a 
coronation ceremony or made as a luxury object 


forthe emperor cannot be decided. One Western 
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source mentions an ivory comb used every 
morning at the lever ceremony of Emperor 
Alexios 1 Копието (1081-1118), 
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Votive plaque with Christ blessing Emperor Otto 
Il (467—993) and Empress Dheophano (082 На) 


Ivory, васе of ned palyehromy, 18.5 « 10.5 cm 

Чин le Clun, Мия Хаш በክ Міңгін Лаг, [990 uis 8 ۱( 
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ህክ ил Greek on сег Мае of Сл" head IC XC (lesus 
Christ in lain and Greek above the етирен СҮҮЛТ 
IMP[ERATOR | К[ОЈМАМ[ОКОМ | A[ Y 'OYCTO]C (Оно, 
Emperor of the Romans, Augustus; in Greek and Latin above 
the head of the empress ӨЕОФ АМ IMP[ERATRIX] 
A[YPOYCTO]C (Theophano, Empress, Augustus]; in Greek 
next tà [ከሮ body af Chnsi, КҮРЕ BOHO[E]I T] £2] CHY 
AOY A[£2] [2], ANNH] I[MONA7]X£2AMEM (Lord, protect 


jor help) your servant, the monk (7) | нь, Amen? 


The ivory depicts Christ, in the centre of the 
scene, blessing simultaneously the German 
emperor Otto Папа his wife, Theophano. This 
iconography is derived from coronation and 
wedding imagery., Both Otto and Theophano 
wear versions of Byzantine imperial dress and 
their crowns echo Byzantine crowns. However, 
they are incomplete versions; Otto, for example, 
wears а mantle rather than the imperial foros and 
holds an odd heart-shaped object, while 
Theophano clasps a book. Beneath the emperor's 
feet crouches a bearded male figure, one hand 
wrapped round Christ's footstool, most probably 
the donor of the plaque, John. 

Оно married the Byzantine princess 
Theophano, probably a niece of Emperor John H 
Tzimiskes, m 072. The изспрпоп, however, 
allows the panel to be dated precisely between the 
first use of the title imperator romanum in 083 and 
Otto's death in 083. The ivory is seen as 
representing both Western and Byzantine imperial 
claims through the use of Latin and Greck titles. 
John is beheved to be John Philagathos of 
Calabria, Otto's Chancellor in Italy and tutor to 
his son, and later the antipope John XVI. 

The ivory plausibly derives from a Byzantine 
model: another ivory in the Bibliotheque 
nationale, depicting Emperor Romanas and his 
empress Eudokia (there is debate over whether 
this کا‎ Romanos П or Romanos ГУ), offers a close 
iconographic parallel, However, the unusual 
details in this plaque = the ‘imperial’ dress, the 
attributes of the hgures, allied to the combination 
of baldachine and curtains above Christ, and the 
mixturc of Latin and not wholly accurate Greek in 
the inscriptions — make it likely that this was а 
Western rather than a Byzantine production. ЇГ 
the donor Jahn was indeed John Philagathos, then 
a South Italian origin is indicated. 

This plaque may have served as a book cover; 


this too would be unusual in ü Вуха 
i i 
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Icon with Virgin and Chile 
кесені hall ol tegulis сш 
Ivory, 239.4 & 1 2 & 1.1 Cim 
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йүзе beri МИН ዘ 8928, Collected asl Wersmann 2988. an de 
This large Ivory depicts the Enthroned Virgin 
with the Christ Child on her lap, The Virgin ። 
represented under а baldachin flanked by twa 
roundels with the busts of Peter and Paul at the 
level of her head, None of the figures have 
inscriptions to identify them, an unusual feature 
lor a Byzantine ivory. The baldachin is af the type 
found in ivories of the tenth century with some 
undercutting and with round perforations to 
suggest a delicate and lightweight structure. It js 
supported by twisted thin columns with capitals 
in the form of heads. This image of the Virgin 
presenting the Christ Child to the world is more 
commonly seen in the conch of church apses, 
Christ is blessing and the Virgin rests her left hand 
on his shoulder while, with her right, she touches 
his foot, She is seated on a large pillow and an 
elaborately carved throne, studded with pearls 
and jewels. 

The most unusual feature of the image is the 
high, arched, shell-like canopy above the throne, 
which frames the Virgin. Large carved stars 
decorate its surface, The peculiar form of the 
throne and the stars can be seen as а kind of 
mandorla of light or starry cloud, an attempt 10 
represent physically the symbolic qualities of the 
Virgin. Light and stellar comparisons are plentiful 
in the hymns written for her (Eustathiades 1939). 
She is referred to as the annunciating light, the 
gate of light, and the rising light of the east (Ledit 
1976, p. 101). The icon is a visual expression of 
literary language and imagery. 

This ivory is very similar to one now in the 
Cleveland Museum of Art (Goldschmidt and 
Weizmann 1934, по. то; Athens 2000, 4 
П.Кайзугехощ). The Pans version has a rougher 
carving style than the Cleveland piece and a close 
comparison of the two suggests that the Pans 
piece is probably a derivative of the Cleveland 
ivory, possibly a Western copy made in the 
Middle Ages (Koenen 1998, pp.210— 12). 
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Ivory panel with the Theotokos Hodegetria 


Constantinople, tenth century 
Ivory, 237 x 13:3 x 14 cm 
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го create а calmly rellecuve image. In 
laces, such as the Virgin's lett sleeve and Christ's 
acts: > . | 

| Г. the ivory һа heen cut back {б give 
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left shoulde 22 
a greater sense 0 [ volume and depth within the 
confines of this shallow piece of ivory. The 
figures are sel off against the excuisitely smooth, 
vanslucent background surface of the ivory. 

The apparent simplicity of the plaque belies 
15 theological complexity. The icon can be read 
on many levels. It کا‎ an image of motherly love; а 
representation of the incarnation of God as man; 
a symbol of Christ's destiny to offer himself as a 
sacrifice; and ultimately 11 reminds viewers of the 
redemptive power of his resurrection. Byzantine 
viewers would have been able to meditate on all 
these themes as they contemplated the image, 

The ivory 18 associated with four other similar 
images (Goldschmidt and Weizmann 1934, nos 
477 9), but this ts the finest, [[ 1s also stylistically 
very close to an ivory showing Emperor Romanos 
and Empress Eudokia, now generally thought to 
be Romanos II (9до- ба) (Cutler 19958, arguing 
against Ialavrezou 1977), The wings that would 
have framed this central image are lost. 
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Ivory with Christ Pantokrator 

Constantinople, с. 950 “1006 

Ivory, gy» (8.8 ст 
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Над his divinity and his sacrifice for humankind, 
зе image of divine authority in the ivory would 
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churches in [ከከ period. Here Christ was depicted 
as the culmination ef 8 whole decorative 
programme that ascended from the human te the 
divine, and ene apsulated the Byzantines’ view ol 
the order of the cosmos. The popularity of the 
image after iconoclasm was reinforced by à legend 
recounted in the Vita of St Stephen the Younger, 
This ninth-century anti-iconoclast text claimed 
that the first image to have been destroyed by the 
Iconoclasts (and also the first to be set up again in 
787 and then again in 843, айег each of the 
periods of iconoclasm) was а half-length figure of 
Christ set up on the Chalke gate, the monumental 
entrance to the Great Palace of the Byzantine 
emperors in Constantinople (Auzepy 1000). 

The carving of this ivory is very clase to two 
others with the same image (in the Louvre, Paris, 
and the State Hermitage Museum, St Petersburg: 
Goldschmidt and Weitzmann 1934, nos 146—7), 
and Anthony Cutler has convincingly argued that 
they were all executed by опе artist (Cutler 1004. 
pp. 163— 5). This suggests both the popularity of 
this iconography, and the ability of individual 
artists to reproduce their own work accurately to 
suit that market. The ivory was probably 
originally the centre of a triptych (presumably 
accompanied by intercessory images of the Virgin 
and John the Baptist), but the sides were later 
trimmed down when it was reused for a 
manuscript cover, 
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Ivory panel with 55, Andrew and Peter 
Constantinople, mid-tenth century or 1060s 

Ivory, 24.6 x 13.5 cm 

Купи haan ih Мингаш, Vienna, Канала атас Magi 

съвета pee Ücldschmidi and Wemmasn irt, vial. 2, na 44. ій 
Gubler 9964. pay. vyz; New Work 8007, 80-85, рр-1417-4 

This ivory plaque depicts the Apostles Andrew 
and Peter, holding scrolls in their left hands and 
blessing with their right. Their names are incised: 
O ATIOC ANAPEAC, ОАПОС ПЕТРОС. According 
to Matthew IV, 18 Andrew and Peter were 
brothers. They fill almost the whole height of the 
plaque. They are imposing as figures, although 
they display a softness of form and mannered 
stances, emphasised by the multiple folds of their 
garments, as if softly pressed against their bodies. 
This plaque has a companion piece of the same 
dimensions, composition and style depicting the 
Apostles St John the Theologian and St Paul, 
now in Venice. A third plaque with iconographic 
and stylistic details very close to the two Apostle 
plaques represents Christ enthroned formerly 

in the Hirsh collection). Together these pieces 
seem to be part of a large Deisis composition 
(Goldschmidt and Weitzmann 1934, 00.44), 

like the triptychs from the Vatican and Parts 
(cats 76 and 77). 


The Vienna and Venice plaque have а two- 
linc epigram in high relief i dodecasylabic verse: 
Vienna; 

OC АҮГААЕА СН МҮСТОЛЕКТАГТОМ АМО 

NEMOITE AYTPON АЕСПОТН 

KONCTANTINQ 
As brothers knowledgeable of the divine mysteries 

of the world above, may you give relief to the 
Emperor Constantine, ог: As brotherly judges of 
the divine mysteries of the world above, may you 
distribute relief t6 the Emperor Constantine). 

The inscription on the Venice ivory repeats 
the name of the Emperor Constantine, but adds: 

CKEYOC ВЕОУРГОМ CY ۸۸۸.۰۸2172 

ПАРеЕМ 

ВААВНССКЕПЕСӨАГЛЕСПОТНМН 

KONCTANTINON 
The instrument of God [Paul] speaks together 
with the chaste [John the Theologian] so that the 
Emperor Constantine be protected [rom harm.) 

The one is à prayer, the other a description of 
the intervennon of the Apostles to Christ so that 
the emperor named Constantine does not suffer. 
The use of the words BAABH and АУТРОМ 
implies Constantine was Ш. Only one emperor 
Constantine was severely sick in the eleventh 
century and that was Constantine X. Doukas 
(1059-67) who fell terminally ill in 1066, knew 
of his imminent death to the point where he 
withdrew and entrusted all his duties to lus wile 
Eudokia Makrembolitissa (Psellos Chron. 1928, 

IL 151; Kalavrezou 1977, pp.307—25). A date for 
the plaque during Constantine's reign makes 
good historical as well as stylistic sense. 

The туюгу Deisis therefore has a poignant 
meaning — the Apostles are asked to intercede 
with Christ for his recovery. The work could have 
been commissioned by Constantine himself as a 
kind of ex voto or by someone on his behalf (New 
York 1997, no.go, pp. 143-4). Apostles are very 
appropriate saints to speak on the emperor's 

behalf. Except for the Virgin and John the 
Baptist, the imperial intercessors are the Apostles. 
Reconstructing this panel as part of a Deisis gives 
the ivory a function as one part of an imperial 
prayer. 
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Ivory panel with St John the Theologian 

and St Paul 

Constanunople, mid-tenih century or 10605 

Ivory, 24.0 14-4 cm 

apnoea прнагвайг per 9] (чачыны Samara Латин ғ. Éananrropelogun © 
рн а tebe Мыса della Сдий di Vora c per й Санг della Crone Laguna, 
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5t John the Theologian and St Paul stand, holding 
their writings in bejewelled books, on a dais 
decorated with an elaborate arcade along the 
front (this is deeply carved to give an enhanced 


CATALOGUE ENTRIES 737 75 





2 
/ 















them by hinge тпай face of the central 
“рапс! and the corresponding faces of the two side 


aligned in а 


sense of volume to the plaque). Their slightly 
clongated figures and impressively carved drapery 
give both a sense of monumentality. The 
inscription that has been painstakingly carved in 
relief above their heads (rather than merely 
incised into the ivory like their names, which 
appear around their haloes) makes clear their 
interaction and their purpose: СКЕҮОС 
ӨЕСҮРГОМ CYAAAAE! TOI 111100-71 
ВЛАВНССКЕПЕСЕЛІ AECITOTHN 
KONCTANTINON (The instrument of God [St 
Paul] speaks together with the chaste man |51 
John] in order that the Emperor Constantine be 
protected from harm). Kalavrezou (in New York 
1997, pp. r41—4 has noted that plaque was once 
part of a set, of which two other plaques survive: 
onc shows 55, Andrew and Peter paired in an 
identical format (and with a similar 7ءء‎ 
wishing for relief for an emperor Constantine), the 
other portraying Christ enthroned (Goldschmidt 
and Weitzmann 1934, nos 44, 54). They were 
presumably once mounted with Christ in the 
centre to act as а composite intercessory object. 
Although the plaque might be thought to refer 
to a particular illness of the emperor Constantine, 
the ivory itself is not unique. An almost identical 
version survives in Dresden, with the same 
inscription (New York 1997, no-go). This suggests 
that these vores were produced more widely for 
members of the imperial family or court, and were 
to remind their viewers of the need to pray for the 
emperor at all times. 
The date of the plaque and identity 
of the emperor Constantine are contested, 
but itis most likely to refer to Constantine VII 
Porphyrogennetos (sole rule 9457759). The carving 
of the ivory is similar to that on а triptych in the 
Palazzo Venezia in Rome, which also has an 
inscription invoking protection for the health of an 
emperor, generally agreed to be Constantine VH 
(Oikonomuides 1995; Goldschmidt and Wertzmann 
1934, пози). 1 prefer this dating, 


76 
Triptych with Deisis and Saints 


Constantinople, 1000 | 
Ivory with traces of gilt, 25.2 х 33 х 2.9 cm (open) 
Mascus Мани, М'лггип Сату, imena baggi 
| Урам үлийн pls хату-ихам; New ነ'ርፎኬ 1991 
MONTI, 86.5. рл s IC Pantalla) 


66.26 pp 
This triptych has three carved panels, which were 
originally gilded; the central panel equals the sum 
of the other two panels in size and is attached to 
. The internal face of the central 





are decorated in relief with figures of saints, 


я 
| 0 


the imperial court (Chinst with the Book, lis hand 
raised in blessing, enthroned between the Virgin 
Mary and Sî John the Baptist, whose arms are 
raised in a gesture of anterceéssion], is pred wath 
the Apostles in the lower hall, who can 1% 
identified by their names on the various lures 
(James, John, Peter, Paul amd Andrew); im the 
medallions with the busts can be seen Philip, 
Luke, Mark, Matthew amd Thomas. 

The side wings show the military saints the 
upper part (St Theodore Tiro and St Eustathios in 
the left-hand wing, and نذا‎ Theodore ٢۰:۴ 
and St George in the night: they are accompanied 
by a row in the lower part which comprises a 
combination of local martyrs and miracle workers 
(St Arator and St Prokopios in the left-hand wing, 
St Demetrios and St Eustratius in the right), 
Interspersed with eastern saints (St Mercurios 
and St Stephen in the left-hand medallions, 

St Panteleimon and St Menas in the right). 

Similarly, on the external face of the two 
doors, to correspond with the Fathers of the 
Church in the upper part (St Basil and St Gregory 
of Nazianzos on the ей; St John Chrysostom and 
St Clement of Ankyra on the right), а series of 
martyrs and bishops occupy the lower band 
(st Gregory Thaumatourgos and 5t Severian on 
the left; St Agathon and St Nicholas of Myra on 
the night), producing a kind of illustrated litany* 
hierarchically structured around the figure of 
Своя, The half-length figures in the medallions 
(St Kosmas and St Damianos on the left; St 
Phokas and St Вазов on the right) also conform 
to this logical transeendental progression: from the 
bishops and patriarchs of militant Orthodoxy, 
visible on the icon when closed, the spectator is 
led towards the liturgical action within, along a 
way of doctrinal salvation mediated by the 
Church and its teachings. 

The style and dimensions of the triptych 
assign it to the category of portable icons; it can 
be compared to two other celebrated tiptychs, 
that in the Palazzo Venezia, Rome, and that in 
the Louvre, Paris; with these it forms the so-called 
'Romanos-Group'. The triptych in the Palazzo 
Venezia bears an inscription dating from the reign 
of Constantine VII Parphyrogennetos (sole rule 
945-59), but the date of the three pieces, based 
on stylistic considerations, may span about one 
hundred years, from the mid-tenth century for 
the triptych in Palazzo Venezia, to the turn of the 
tenth and eleventh centuries for the Vatican piece, 
to the middle of the eleventh century for the 
triptych in Paris. 
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The 'Harbaville" triptych is one of the finest 


surviving Byzantine ivories; When the shutters 
are open the upper part of the central panel 
displays the traditional image of the Deisis: ہا‎ 
enthroned with two half-length archangels heside 
him; standing at his side, the Virgin Mary and 

St John the Baptist. Above, three small medallions 
contain busts of the prophets: Elijah, in the centre, 
Jeremiah and Isaiah, respectively in connection 
with the Bapust and the Virgin. Below the Deisis 
stand five Apostles: Peter, in the centre, James, 
John, Paul and Andrew. On the shutters, in three 
rows, from top to bottom, stand four soldier saints 
(Theodore Tiro, Theodore Stratelates, George, 
Eustathios), four half-length saints (Mercurios and 
Thomas the Apostle, Philip the Apostle and 
Panteleimon), and four standing martyr saints 
(Eustratios, Arethas, Demetrios, Prokopios). 

The backs of the shutters display, in similar 
rows, four Fathers of the Church (Basil, 

Gregory of Nazianzenos, John Chrysostom, 
Clement of АпКуга), four half-length saints 
(Phokas, Blasios, Kosmas and Damianos) and then 
two more bishop saints (Nicholas and Gregory 
Thaumatourgos) and two martyrs (Severian and 
James the Persian). The reverse side of the central 
panel has the paradisiacal vision of the victorious 
cross, with IC XC МИКА (Jesus Christ is 
victorious), painted against a sky dotted with 
stars, with two bent cypress trees (symbols of 
immortality) inhabited by birds, one tree covered 
with a vine laden with bunches of grapes (an 
allusion to the Sacrifice and the Resurrection), 
the other with ivy (a symbol of immortality). 

At the foot of the trees, among clumps of shrubs, 
including olive trees and wheat, lions, a hare and 
some birds are shown in peacelul coexistence. 

The style and high quality of the triptych 

aligns it with the ‘Romanos Ivory’ in the 
Bibliothèque nationale de France, Paris, and it | 
сап be ascribed to the same workshop; this ivory. 
depicts Christ crowning an emperor by the name 
of Romanos, with his empress Eudoxia. Despite 
recent attempts to assign it to the reign of 
Romanos IV and to the eleventh century 
(Kalavrezou 1977), the figures are generally 
identified, since Peirce and Tyler 1926, as the | 
young Romanos 11 (959 —63), son of Constantine 


VII Porphyrogennetos and Bertha, daughter of 
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га the Transfiguration and 


silet placed in the vertical axis of Christ 
sid peter. The main theme, presented with 
remarkable coherence, is the salvation اہ‎ 

| through the Resurrection ol 


pumankine | ۱ 
Christ, the Incarnation being replaced in this 
arrangement, and the risen Christ surrounded hy 
saints and "witnesses ; И 18 the image of salvation as 
promised in the Gospel to believers. The universal 
Church, whose perpetual prayer celebrates in 

the liturgy the sacrifice made by Christ and his 
Resurrection, affirms salvation through the 
martyrs, bishops and theologians depicted on 

the shutters: Finally, on the reverse side, the Cross 
proclaims Christ's victory over death, while the 
plants and animals remind us of the grace granted 
in Psalm CIV (СІП), based on the contemplation 
of creation, Salvation is replaced in the vision of 
the whole of creation, Christ enthroned in the 
Deisis appearing not only as the impartial God 

of Judgment, but also as Pantokrator. 
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Ivory triptych with Crucifixion and saints 
(The Borradaile Triptych’ 


Constantinople, tenths ۶۲۷۷۷۲۳۷ 
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The centre of this portable triptych presents 
‘meditation on Christ's sacrifice on the Cross. 
Although he is shown dead, his head slumped and 
his eyes closed, Christ's body is erect on the Cross, 
hinting i his triumph over death. 'The furrawed 
brows of the two angels and of the Virgin and 5t 
John оп either side of the Cross indicate their 
ሜን but their gestures seem designed not so 
much to accentuate their sorrow, but rather to 
ከ አለው the body of Christ to the viewer ав an 
Object of contemplation, 
бур Na اش‎ of suffering is continued on the 
те it which show ten martyrs. [n the top 
“Tate busts of a pair of doctor saints, Kyros 
جات‎ below them in the central register are 
warrior saints in military dress, George, 


Theodore Stratelates and Eustathios, along with 

the bishop Clement ol Ankyra; and in the bottom 
regier are а further two Waller 5:1115 
dress, Menas and Р 


im [በ1 
rokopios, paired with St 
Stephen the Protomartyr aned Купоп, leader 

of the Forty Martyrs of Sebaste (shown here with 
Нв martyr's crown over his head: Waller 2003, 
pp. 107- B, (71- 6). The theme of sacrifice inside 
the triptych is balanced by the image of victory 
and rebirth on the outside, The exterior of the two 
wings are each decorated with crosses, inscribed 
IC XC NIKA: ‘Jesus Christ Conquers’, with busts 
of SS. Joachim and Anna іп the centres, and 

SS, Basil and Barbara; and James the Persian 
and Thekla at the terminals. 

Many of the saints оп the triptych are very 
obscure: James the Persian appears on just two 
other ivories, the Palazzo Venezia and Harbaville 
wiprychs (Goldschmidt and Weitzmann 1934, 
nos 41, 33), and Clement of Ankyra on just one 
(the Harbaville again); 55. Kyros and John, and 
Купоп appear оп no others. These unusual 
choices are generally thought to reflect the 
personal preferences of the patrons who 
commissioned these wones (ав Goldschmidt and 
Weitzmann proposed). However, the fact that the 
ivones on which they do appear are closely related 
suggests that it may reflect a broader court 
promotion of the cults of these particulariy 
unusual saints. 
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Icon with the Koimesis 

Constantinople, second half of the tenth century 

Steatite, partially gilt, 11 x 11.2 x 1.7 cm 

Kehna hrs Museum, Vienm, Kunstkarumer (буу 

AKLECTKEI иктин Kalar giis 

This plaque represents the best surviving example 
of an artistic medium first used in the tenth 
century for precious small private icons. The stone 
is steatite, soapstone, dense but soft enough to 
permit ease of carving. It became a papular 
material in addition to ivory, which could be used 
for small-scale relief sculpture. Its light green 
colour, favoured by the Byzantines, with a little 
gilding on surfaces such as haloes and decorative 
borders, made it attractive and more affordable 
than ivory. 

This icon depicts the Koimesis of the Virgin. 

She is lying on a bier surrounded by the Apostles, 
who mourn her death. Christ stands in the centre 
behind the bier, holding in his arms the soul of the 
Virgin in the form of a baby in swaddling clothes. 
Unfortunately, the head has broken off, as well as 
the angel who was flying above in à symmetrical 
position to the one on the right, who 15 ready to 
receive the soul and carry it to heaven. The scene 
is placed under an undercut and partially pierced 
baldachin of a type found in ivories of the tenth 


century. In contrast to the ivory columns that 
support the baldachins in ivories, those in steatite 
are solid and have the unusual moul of the 
Heracles knot which makes its appearance im this 
period and is also found in the columns of the 
templon screen in churches (IKalavrezou 1985p). 
Thus the scene of the Koimesis is placed within 
а «си that recalls the position in churches 
where icons are located. 

The style of this icon shows that at the 
heginmng of steatite production carvers adhered 
to the carving technique used for ivory; they 
might even be the same craftsmen, The examples 
of the later centuries show us, however, that a 
differenr approach had to Бе taken in carving 
steatite as this high relief proved to be detrimental 
to the survival of these icons because steatite is 
highly fragile. 
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Mabaster paten with Christ 


Constantinople, reni elevent ۲1 
Alabaster, sibver-gilt, rock crystal, pearls, cloisonné enamel, 
12» фо ст 
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The Treasury of St Mark's, Venice, owns а 
number of chalices and patens, the vessels most 
closely associated with the liturgy of the Eucharist, 
and as a group they represent some of the most 
outstanding examples of Byzantine workmanship; 
the chalices oumumber the patens but the latter 
are equally exceptional. This paten appears in the 
inventory of r325: Platinam unam de alabastro сити 
Christo ad smaldum in medio раттан: argento; it 15 
certainly the largest and the most exquisitely 
made, and this applies both to the stone and the 
mount. The alabaster platter, cracked from one 
side to the other, ts finely carved in the shape 

of a six-petalled flower and contains at its centre 
а silver-gilt disk bearing the figure of Christ in 
cloisonné enamel, surrounded by the words used 
for the consecration of the wafer in the Greek rite: 
“Take this and eat, this is my body.’ 

The silver-gilt mount consists of a circular foot 
connected by three strips to the richly decorated 
rim where, between two rows of pearls, now 
mostly missing, underlined by four rows of metal 
pellets, crystal rock cabochons are placed; the 
gems alternate in shape, circular and rectangular, 
and in background colour, red and blue. 

Particularly elegant is the relationship 
between the disk with the figure of Christ and the 
inscription surrounding it, between the medallion 
and the plate shaped like a six-petalled flower and 
between the plate and its border decorated with 
the elegant row of cabochons: 
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Plate with siren on а bird 
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Jug with trefoil mouth 
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because of its images of various parnarncis of 
Constantinople in cloisonné enamel work, this 
sumptuous chalice = both m size amd 18 beaun 

of workmanship 7 is à major example of the court 
art of the period. 

The hemispherical cup їх carved from а block 
of dark red sardonyx flecked with white, the white 
flecks giving added luminosity to the stone, The 
mount in silver-inlt encircles the upper border of 
the cup, and bears ап mscripion іп blac enamel 
which cites the words pronounced by the priest 
when he consecrates the holy wine during the 
Eucharist. 

Four strips join the upper border to the 
base of the cup ма а senes of dips the cup is 
embellished with eight rock-crystal cabochons, 
onc of which has been missing for some years. 
The strips meet in the centre where they hold the 
enamelled figure of a saint. A smooth knot below 
the base of the cup fixes it to а truncated cone by 
means of a divided nng decorated with brilliantly 
coloured enamel work. The cone broadens 
towards the base and is divided into four sections 
with figures. Strings of pearls separate and outline 
the sections containing enamel work. 

Four bishops are depicted in the four 
trapezoidal panels of the foot. Of these, two 
are patriarchs of Constantinople: St Gregory of 
Nazianzos and St John Chrysostom, for both of 
whom the Byzantine Church nourished a special 
devotion; the other two are St lenates of Antioch 


lange enamels of Chit, on the front, who holds 

a capsy | the Gospels and raises his ішін hind in 
blessing; and the Mother of God, on the back, 
who халих with her hands mised in prover in the 
Oran pose, They are both surtounded by nwelve 
smaller medallions of saints and prophets. All are 
frarned by strings of pearls аан! precious stones, 
Піс medallions of the saints are no longer in their 
orginal locations, but it is possible to establish 
ther original organisation as they were clearly 
designed 35 à series of pain: the Archangcls 
Michael and Gabrîel; Anna and Joachim (the 
parents of Mary); Elizabeth and Zacharias (the 
parents of John the Bapust); twelve disciples made 
up of the leading Apostles Peter and Paul, the four 
Evangelists (Matthew, Mark, Luke and John), and 
six other Apostles (Andrew, Philip, Thomas, 


James, Bartholomew, Simon); four church fathers 


(Basil the Great, Gregory of Nazianzos, John 
Chrysostom, Nicholas); and two prophets, John 
the Baptist and Elijah. These saints are depicted 
throughout with the same blue halo with a гей 
frame. Although the major saints are recognisable 
from their distinct physiognomies, others, such as 
Philip and Thomas, John and Matthew, Anna and 
Elizabeth, were made to almost identical designs 
with only the colour of the enamel changing to 
differentiate them. 

The high financial value of the materials and 
workmanship is designed to match the spiritual 
value of the contents, The covers were probably 


The ceramic fabric is red and rather hard. The 
vase has a low rmg base, a hemispherical 1 

and an evened or outwardly folded rim with a 
bevelled eder, On the white slip coating the ний, 
is ኣርት amd pointed decoration, On the bottom 
из fine хета Мо, 15 à medallion with a bird емесі 
stems. The bird turns to the right and pecks at an 
wy branch, and engraved behind itis a beni stem, 
The central medallion is encireled by an area of 
painted decoration 18 the form of a ri кссац 
incorporated m triangular panels, executed in 
brownish purple and green, Around this is an 
engraved narrow band of running spiral, Painted 
around the ridge of the rim are clusters of brown 
and green brush strokes, A fine coat of colourless 
glaze covers the inside of the vase, Vases 
decorated with fine agrafio and painted motifs 
have been found in various parts of the Byzantine 
world. Their places of production have yet to be 
identified. 


DEMETRA FAPASTKOLA-BAKIE TZI 
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Plate with Поп attacking a deer 


Мис В century 

ብ] ceramic, height 4.0 ст; diameter 23.5 cm; 
thameter of hase 13.5 cm 

11 Helenie Мимшгу ed Cultus, Тін Ганаа (4 қтапынғ Лайьцийгт, 


Larsaa, Бен: ےہ روہ‎ ill Ligeris 
киим к. found کا‎ up آآہ‎ Pela лалын one Айна, (89) ed ther 







The bowl has survived intact, with Making on the 
ዘበነ. The vase has a ring base and a deep body 
„иһ slanting walls that Тагт a straight rim in the 
upper part, The ич 1 coated with white slip. 
The carefully executed decoration consists ol a 
педалін (0በበ6| occupying а large рап of Ше 
bottom, within which à rinceau with palmette 
finial is developed on à ground of scales, Around 
ihe circ umlerence of the medallion کا‎ rape 
pattern, At the centre of the bonom isa tiny hole, 
indicating the use of а pair of compasses. There 
ica pale-yellow glaze on the made. The outside 
atre has been altered. 


aa لاق‎ ИНА 
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Plate with lioness 


۱ء قاع بابرا 

Сілгегі ceramic, heut 2.4 cm; diuneter 2ዓ j cm; 

dhameter of ከ 14:5 cm 

[ጭ Иген Mooney of Слаб, зің Egphorie of Byrne Амина. 

lamm ws جع‎ зи جو‎ da rm] 

ввотеадал во ክህጩ] мъ تچ‎ їйї ና]. 8፡0 ክብ. (68 nif በ арна бга 
адын ып ولا‎ methane began in از‎ summ al a ter Л атыу Шар 

run jara demi quer rs ніні ааны, Ме Җан hujem, ariama 8ቨ Мен 
даа агч л ч x] wir 


188.84 тен add laca alus Қоліғын 171. ра illa, dug 7, Мізте 8991), sz зэр نوع‎ тъ ኗ 
jie Да DON LIII 


Part of the body and about half the rim are 
missing. The base is formed in the thickness of the 
body, with а mere suggestion of a ring. The body 
has a flat bottom and vertical walls as a kind of 
straight rim. There is a coat of white slip on the 


so-called Meades technique, depicts à 1 
apparently standing on the back of a large bird, 
perhaps an ostrich, Fo the right is a fish. IP the 
iconography referred to Byzantine song or 
narrative, the tradition has mot survived 

The plate is made of very pale-hrown clay 
with black-and-white inclusions. White slip has 
been thickly applied over the interior and over 
the lip outside. Figural (ጣቸ design was incised 
through the slip to reveal the body clay. The 
design has been highlighted with red slip dots. 
A pale-yellow lead glaze covers the interior 
surface. 


GUY &ANDEMNS 
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Plate with 8 deer ап other animals 








Corinth, Lakonia or Eiern Thewaly, 1180 1200 

(1ዜፎ. ceramic, height 4 сіп; diameter 22 ባ cm. 

diameter ûl һам? 1፻-1 cm 

ጨ-ኬ።ዛሠጭ፡-ህ እ1,ፀጽገዘዝ uf Auer 6.5 9481, imr т=з. igre 

FEK мазы Ёниы im Шы ጽክ፣ጋ። ዝክ of бъ Mash Mote is the በከ of тіне 
Û етер = ላኮ». Carna 

18181:፲፻፪) ва гена сив Marga inito Agaa qa. Aiaia نس‎ Pap ود‎ 18 
and шығ و وج‎ 

А deer, standing to the right, is depicted 
scratching its nose with its left hind foot. The 
background 15 filled with a vine and palmette 
scroll populated with two hares and two doves. 
All the animals appear to be wearing collars. 
Any significance the scene may have had is no 
longer obvious. The decoration and shape of the 


heen restored, and the body has been mended 
from ишти» shires. И has а flat hase, а 
байына body, a short су са! neck and а 

иче оні mouth, There is a strap handle from the 
neck to the mid-belly. The painted decoration 
in white slip comprises five large running spirals 
on the belly, with dots between them; similar 
decorator can be found on the mouth and in 
the zone near the Базе, On the handle there are 
oblique parallel lines. The glaze usec is dark 
yellow. 


FOL KENI DITA TOUT ANE ПАННАНА PAP APO 11714917 


90. 
Fish-shaped perfume flask 


Egypt, ыла centuries 
Copper alloy, саз, engraved, (4 = 8.4. cm 


Hamaka Маза Лана, ame тыз ңай 


ват та WAFTAIOH RS Ammim pg. p Lgs ms 41.1]. Қият, ክጩጩ 


LLL рг ғаз, ін ህብ ላ [ዥ-ጩ.ህክኬ' fnr ТӘНДІ Ны. А Гата; 
adam merî, p ሾካ መ› DAE nim dae 


The tail of the fish forms а quadrilateral base on 


which the vessel stands upright; the fish's mouth is 


also the mouth of the vessel. The surface 
realistically renders the overlapping scales of the 
fish. The loops on the upper side of the fins were 
presumably used for аї хилд a chain by which the 
vase was hung. 


Fish-shaped vessels are known from Antiquity, 


with many examples from Pharaome Egypt, but 
became particularly popular in Late Roman 


Р г А оп inall 1 designed for ጩ Gospel-book and the ጭ።ጽቭ፤። ril n pon à Aegrnr 48 the serch (ዘ ዜ dine ТГ, | ዛ Ч 0 i ВА x x п - Ti 4 hi 1 ах. ls ІШ 1 | 
and St Theophylact of Nicomedia. Portrayed А اس‎ Е Карара: ! алалар ንደ малту өші тийрэн ቁ и Mew rubia ከጸያፍ w | inner зайасе and a thinner coat on the outer. plate із similar to plates made in precious metals. КДА хэй zoomorphic үсний مشش‎ 
in the four amaller enamelled circles are image of Christ may well be a visualisation of his наметокята የ4 the archaraligical site | (Riefstahl 1972. pp. r7 14; Boston 1967, по.ба 


St Demetrios, St Prokopios, St Theodore 
and St Akyndinos, all highly venerated in 
Constantinople and also represented in St Mark's 
Basilica, in mosaics and in the enamel work of the 


Pala d'Oro. The flat base of the inside of the cup 


bears а final cleisonné enamel depicting Christ 
raising his hand in blessing: in his left hand he 


holds the book of the Gospels, closed, in a jewel- 






description in the Gospel of St John as the 
incarnate logos (Word of God). The technique of 
the enamels allows the covers to be dated to the 
late tenth or early eleventh century. This book 
cover is one of a group of three that were reused 
in the fourteenth century to house a set of 
liturgical manuscripts, probably commissioned by 
Doge Andrea Dandolo, for the high altar of San 
Marco (Venice 1995, 24, cats 34— В), part of his 
larger campaign to embellish the dogal church, 


ASTON FAEDMOXE 


isi, ዞ ባኩ бё, Амины sg M, піз 426, ута)‏ مرو ہے میں یں 
Small parts of the rim of this plate are missing.‏ 
The base is formed in the thickness of the body,‏ 
with a mere suggestion of a ring. The body has a‏ 
flat bottom and vertical walls as a kind of straight‏ 
rim. The inner and outer surfaces are coated with‏ 
white slip, The decoration, excellently rendered‏ 
and carefully executed, consists of a lion with‏ 
luxuriant mane attacking a roe deer. The head‏ 
of the lion is represented in frontal pose with its‏ 
tongue turned upwards and ending in a heart-‏ 












The intricate decoration, excellently rendered and 
санг ШУ executed, comprises a central medallion 
(өшіп) enclosing an animal, possibly a lioness, 
moving to the left and turning из head backwards, 
At the tip of its rail is а foliate motif. Surrounding 
the animal are schematic stems and a heart- 
shaped leaf. The medallion, the field of which is 
"lled with scales, is encircled by a narrow band 

of bead-and-recl (astragal) pattern, interrupted 

by four medallions with schematic saplings in 
Сатай technique, Around this is a wider 
concentric band with pseudo-Kufic mous, 


The plate is made of reddish-yellow fabric 
with fine redeandewhite inclusions, White slip has 
been thickly applied over the interior and thinly 
washed over the exterior. A figural сйвату аре 
medallion was incised through the slip to reveal 
the body clay (this form of салата decoration 
precedes that of cat. gj}. А pale-yellow lead 
glaze covers the interior surface. 

Although the plate was once thought to 
be of local, Corinthian manufacture, recent 
unpublished research has identificd phyllite 
inclusions, suggesting that И was possibly made 


[G. M. A. Haufmann]; Eckardt 1999, рр.66-- 8. 
There کا‎ an almost identical bronze flask іп the 
Staatliche Museen zu Berlin, and another in the 
Metropolitan Museum of Art, New York, which 
retains its original hanging chain (Münster 1983, 
no, 15). Comparable examples in clay or glass 


document their wide dissemination in this period. 


Lamps and mirrors are also found in the shape 
of fishes (Jerusalem 2000, р. 123). 


The fish ts among Ше carliest and commonest. 


Christian symbols, because the Greck word for 
fish, IN@YE (mity), is ап acrostic of the phrase 


shaped finial. The body is indicated by spots, the | Қыс; saplings, stems and scales in the field, in ТАХ ог Engem t braly, оой Хош Broo ነገራ тото (Jesus Christ Son 
mane by uniform imbrications and the hair an the t the centre of the bottom is a tiny hole, guy ران‎ 


legs by dots, Dots are used also to denote the pelt 
о the roe deer. In the field arc schematic branches. 
with pine cones. А pale-yellow, shiny glaze, ЗАВИСТ 
damaged, coats the plate inside and outside- 


ХЗРАМА DINA: 









indicating the use of a pair of compasses. 
There isa particularly shiny yellowish glaze 
inside and outside, 

АҒАМА DIMA 


of God Saviour), Its significance as a Christian 


symbol was reinforced by the numerous references 


to fish in the Gespels and primarily to two of 


Christ's miracles: the multiplication of the loaves” 


and fishes (Matthew XIV, 17-21) and the great 1 at 
catch of fish in Lake Galilee (Luke V, 1—7) 


pan 


سف 


dant. 
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CATALOGUE ENTRIES 85-99. 40: 
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(Galavans 1070, pp.57 - 8: Urbana-Champaign 
1989, рр.22- 31. 


ASASTASLA ПИАХПАНТ 
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Bowl with bird 


Late twelliht-early thirteenth century 

Glazed ceramic, height 4.8 om: diameter 14 em; 

diameter ol base б ጓ cm 

Пе {сїйгїн እጓሌመጠኛ፣ ГІНЕ, rni 1: nr od Паланг Ania punitur р 

Таас, Prievan ጩጨ ime n. вм nia 1911 

РИМАН. ыһа 

чалы RFR Каан al 8 38 o, larg, Terma kenl 899 

በጻ ካባ], ца 

This ceramic bow! has a low ring base and slighty 

convex walls ending in а rudimentanly formed 

rim. Thick white slip coats the inside and the edge 

of the rim outside, while а thinner slip coats the 

rest of the external surface, including the base 
Inside the vase, which is covered with 

yellowish glaze, is incised cafus decoration: 

a bird turned right placed freely in the field, 

surrounded by filling motifs in radiate 

arrangement. 


CHAT ЕП АКС 


92 
Bowl with fish 
Mid-twelfth century 


Glazed ceramic, height ہز‎ сіп: diameter 11.5 cm; diameter 
of base 5.4 cm 

The Нее Мини of Cader, aged E phirsir of Brener Алімдшіген, 
теги of lori, Theres. vce ۱۶ 8855 dd 

PRESEN AMER нна 

мысты» ክዚ81:8821:፲5.. قحلا‎ ИМЕ قد جج‎ -8. різ, 1 ከ9:)ሥ:,60) روج‎ 
um 5, 28 


This ceramic bowl has a low ring base and thin 
slanting walls ending in à rudimentarily formed 
nm, Thick white slip coats the inside and the edge 
of the nm outside, while a thinner slip coats the 
rest of the external surface, including the base. 

Inside the vase, which 15 covered with 
colourless glaze, is fine grafio decoration: at about 
the centre of the bottom is a fish with scaly body 
and open mouth, facing left and surrounded by 
forked motifs. 


CHARIS КОП АКО 
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Glazed bowl with а representation of a dancer 


Cyprus, Paphos arca, fir half of the thirteemh century 
Glazed ceramic, height 7.4 cm; diameter 15.3 cm; diameter 
of hase 7,5 ст 


сай! Aiea, Аан, صا‎ nca ling 
KEFUAENCER „Ласа گور‎ no fep Їсиаг silla, وھ‎ 


шэг: mts болд Е bre Moon акы бұрыла. ዝዜ 
The ceramic fabric is dark red and hard. The 
bowl has a slightly raised foot with an upward- 
turned ring base and а carinated body (one whose 


curve в punctuated by a sharp angle] with ап. 


GATALOGUE ENTRIES 01-96 


upright, curved rim. А dancer is represented im 
fine and incised smaffita on (ከር white slipicoaumg 
the inside: The head and body ane shoni fron 
on, while the feet and arms are turned to the 
right, in dance pose, and the figure holds wath 
eutstretehed hands a kind of 41 аа qelappers or 
castanets! of шин form. These are possibly the 
phengia صا‎ which Byzantine texts ዘሁ. Ehe daucet 
has à round face crowned by curly lar, anel large 
wide-open eves. She = the sex of the dancer is по! 
clear > wears а garmient with ап imbrnicated 
bockce and pleated skirt, whose Паге conveys the 
dance movement. Inscribed im the Field to the lef 
ol the figure 15 а cross-hatched disc. The dance 
scene on Шик Cypriot vase ts similar to scenes of 
dancers and musicians found on ceramics at 
various sites in the Byzantine world. Brownisli- 
vellow and green brush strokes add a touch of 
colour to the incised design. А slippamted wavy 
linc runs round the outside of the nm, The inside 
of the bow! has 3 green-tinged glaze, while the 
outside has a yellow glaze, It is possible to sec at 
the hottom of the bowl scars from the use of a 
ipod sult during finng. 

Features such às the texture of the ceramic 
fabric and its shape and decoration place this vase 
among the products of the Paphos workshops in 
south-western Cyprus. 


ПЕМЕТЕА ГАРАХТЫГ АгНАКЛИЛ 21 
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Plate with two lovers in ዜ garden 


Corinth or Lakonia or Eastern Thessaly, 42990 - ጓ9 

Glazed ceramic, height 4.5 cm; diameter 25.3 cm; 

diameter of base ፻1.፤ cm 

Archaeological Museum el Алагїї Сант, کن‎ ст, е нурун 

wiovENAXEE part of а large dump of decaraled білімі ремегү Fouad dung the 
crc of the Souls Basilica; neil 

iiem awrrakwcas AMurgan ayay hrana ہوم‎ Sassiere gong, Бад ogede 
ала ale тал, Марш ший Daneman Maguire жн], рр.144 7 

А young man is shown on a folding seat with 

à crowned young woman, who sits on his lap. 

To the left is a tree, below them an ivy vine and to 
the right a rabbit or hare runs along the edge of 
the frame. As the rabbit is often found as a symbol 
for lust and fertility, the couple are perhaps lovers. 

It has been suggested that the two lovers 
are the fictitious hero Digenis Akritas and 
the Amazon Queen Maximo. His exploits arc 
narrated in а popular Byzantine epic poem. 

It has also been suggested that the composition 
is а satirical secular variation on the religious 
portrayal of the Virgin and Child. 

The plate is made of reddish-brown fabric 
with red-and-white inclusions. White slip has been 
thickly applied over the interior and thinly washed 
over the exterior. A figural shampla medallion 
was incised through the slip to reveal the bady 
Clay (this form of ehamplevé decoration is like that 
of cat. 88). А pale-yellow lead glaze covers the 
interior surface. 

Although the plate was once thought to be of 


local, Corinthian meonulacture, recent 


published research has ideni] ኮካነዝዘ 
/ ғ 


пи siones, suggesting ۱ па Баси in | 


+ FR Ё РЧ | П 
or Raster Thessaly is a possibility, konia 
1:4 
Q^ Е کڪ‎ 


Plate with animal 


1.8፻ а early thirteenth የየክክክኩ 

(Ч дагч! ceramic, һен 5.6 (81; diameter رو‎ cm: 
! 

iliarmeter of asc 0.1 cun 


11 Mellen Мин nf Сайаг, 290 8 piroman ad Ti 
Мм) мүнын Peotone of Begeika, ዘበነ 8) قح کر‎ 1 |1፤ 
кипы ший 

bhi eyida виги ми ва ЧТ ный, |” 
non syll. Над 


511151113۴ P nu. 


инь 8. اچ‎ bafl Таний PUN 


This ceramic plate with ring base and shallow 
body with slanting walls and bevelled rim is 
coated with white slip, whieh is thicker on the 
inside than on the outside. The inside of the plate 
is decorated using the сатса technique: at the 
centre of the bottom is a large tondo enclosing 
an equine, The animal moves to the right but 
turns its head behind in the opposite direction. 
А schematic stem in the field of the tondo 
completes the composition, A group of four 
concentric circles, interrupted at intervals by 
sheaves of vertical lines, encircles the tondo, 
Shiny glaze enriched with copper oxides 
which impart a greenish-yellow hue coats the 
inside and the outside of the rim, trickling towards 
the base, At the centre of the bottom 85 a hole 
indicating the use of a pair of compasses, 


CHARIS КОИ АЛ! 
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Glazed small four-lobe bowl with 
a representation of a bird 
Constantinople, eleventh century 


Glazed ceramic, height 8.7 em; diameter 13 cri 
diameter of base 5.7 cm 
maki Мин, Athens, iw. тый. 14571 


ERROR lapandola-Bakartzi, Мата and Bakirtzzs (989) 99 11)‏ مو بج 
Гаралдл Нээлт‏ 10 30م ,455 p; Тїеэи лийн 30፡03, nü‏ 


The ceramic fabric is off white and hard. The vase 
has a low ring base, a calyx-shaped body and 
forms four lobes in the upper part. It has painted 
decoration and belongs to the group known as 
‘Polychrome Маге". The bottom is filled by а 
representation of a bird, which moves to the left 
and turns its head backwards. It has a long 
curving neck, open raised wings and short legs. 
Dots on the neck and scale pattern on the body 
render the plumage, The inside of the bowl کا‎ 
decorated with a band in a meandering patter) 
while the outside has a wide band of re-curving. 
stem. The decoration is executed in vitreous 
pigments: golden yellow, greenish blue and 
viscous white. Both the greenish blue and the 
white pigment are now altered. Black-purple 
paint is used for the outlines. 







| цус иги Қүл 44% are perhaps the 


maral frequents алим! examples of Byzantine 
١۰٣٥ | hey: were [| [1 workshops 11] 
Cimstantinople atl have beer Found m small 
шй каппи» places in Ше 07 
қана, mainly im important administrative and 


наг 
lhessaloniki. However, they have been noted also 


jal centres, stich as Corinth and 
к. 


гс Аа, such as the monastic centre ап‏ ور 
i‏ 

Mount Papikion on the slopes of the Rodopi 
шашиайш range in western Thrace. 


ркмЕтиА рарахікін ۸ 
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Glazed small bowl with a representation 
37 
of a double-headed cagle 


Lai thirteenth or fourteenth century 
(шаг 41 ceramic, Не ight 4 [በ свита igr ІШ ети, 


diameter of base 4 8 (81 


{гш ላህመ Ad liées, ins eo ЕЗДИ 
'قودسوطط سو‎ Гараа: Ма, Mavrüuu and Шашпай пада 
8= ри ҮН 

‘The ceramic fabric is red and hard. The vase 
has a low flaring base, a hemispherical body and a 
rim with a serrated edge. Seraffito decoration is 
found on the white shp coating the inside and the 
upper part of the outside of the bowl: depicted at 
the bottom is а double-headed eagle in its familiar 
Пегас form, with one head facing East and the 
other turned to the West. It is executed in 
medium-point зға Шо, while at some points 
thampleve technique is used. ፪፪ 18 not known 
precisely when the double-headed eagle топ 
appeared, but its association with the Palaiologan 
dynasty 15 accepted. Representations of the 
double-headed cagle are encountered not only 
on pottery but also in sculpture, miniatures and 
other media. А vase in the Museum of Byzantine 
Culture, Thessaloniki, is decorated with a sgrajfito 
double-headed eagle and is dated to the fourteenth 
century Thessaloniki 1999, по. Ч, p.79). 

А pair of parallel lines runs around the inside 
of the rim, while around the outside is another 
pair of parallel lines, inte теспи with parallel 
oblique lines, The interior of the bowl has à 
yellow glaze, characteristic of vases of the Late 
Byzantine period. The upper part of the exterior 
bowl hasa green glaze. Scars from the use of 
tripod stilt during firing are visible at the bottom 
ot the bowl. 


DEMETRA PAPANIKCLA-BARIRTZI 
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At Home: Metalwork 


gë 


аскет 


astern ۷٤۶1ا‎ ۶۲٢۸۷۰۶۰۷۶۸. «шїїн ۲۴۴۱٢٣٣٣۴۷ 
۲٣٢٢٢٢٣٣۲۰۷۰۰۲۷۲. chaud and punched bres, height, ۱۴۷.٤ 
handle 21 кти, chameter 17 8 спа 


Мена) Мичин, Alem. im mo рида 
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Sontag Де e ына тн ра 

А ныл 

This brass, cylindrical bucket or ний was made 
by hammenng from a single sheet of metal and 
now has a green, and in some places brown, 
patina. Two lugs, fixed to either side of the rim, 
have holes in the middle for attaching the handle, 
which в made from a strong, curved, polygonal 
rod. On the exterior are three bands of 
decoration. The upper band bears the Greek 
шкспрпоп: УПЕМОМ ХРО КҮРКЕ) EN ۷۶۲۰ 
CE XPONOIC KE KAAOIC ЕҮТҮХЕ (Use this iri 
food health, master, for many good years 
happily), In the wide central band 15 à hunang 
scene with five figures in groups, chasing a lioness 
and a leopard respectively: trees, plants and a 
hunting dog complete the scene. The lower band 
has triangular geometric patterns. 

The bucket is similar to other vessels, 
distinctive for their uniform shape, identical 
techniques in manufacture and ornamentation, 
and common epigraphic elements in the letter 
forms and in the content of the inscriptions 
(Mundell Mango et al. 1989, рр.295 311; Mundell 
Mango 1995, рр.263- 82; Drandaki 2002; Arce 
2005, pp. 141—581. Their provenance = where 
known - ranges from Mesopotamia and Palestine 
to East Angha and Spain. Epigraphy and 
decoration point to a date in the sixth century and 
a manufacture in the Eastern Mediterranean. The 
buckets’ inscriptions and ornament suggest а 
domestic use, with one exception, which is 
decorated with crosses and bears а dedicatory 
Inscription indicating an ecclesiasical use, 
probably for holy water (Deichmann and 
Peschlow 1977, рр.39- 40). 

These buckets were designed to carry water 
and were probably part of the instrumenta балет 
(bathing equipment). It is possible that they were 
part of a set with jugs, like Гог example, a copper- 
alloy jug in Trier, whose technique, decoration 


and inscription are identical (Scholl 1994. p.231, 


pL xixa-b; Drandaki 2002, p.49). Such sets are 
also known from silver examples hike those in the 
Sevso treasure (Mundell Mango and Bennett 


1994; ррьз19 401). 
ANASTASIA DGLANDARKI 


99 
Spoon with 6:17 


Пъзели ии, carly seventh century 
Пелей silver, turned (the handle) ond niellaexs [monogram and 
eon pom), ویر‎ x go em; bowl diameter 1.9 ст 


irem ወፈር ል ela جرود‎ pean ка 8) نووا یکا‎ p 
үстеуін 

[his silver spoon is in good condition and bears 
the same monogram as the silver bowl decorated 
with niello work, also now m the Musée d'art et 
(histoire, Geneva (mv.no. Ap 2384; see Lazovic et 
al. 177, pp. 24-25 and ҷӯ 46, no.12). We can 
assume, therefore, that it i$ part of the same 
service; the two pieces were acquired by the 
museum at the same time, 

The bowl 18 connected to the handle, which 
has a lion's head at из end, by a circular 
monogrammer) disk, At the bowl end of the 
handle, below the lion's head, an inscription ts 
engraved in mello: PLAITTOYC@IAOYC (Love 
your friends), The spoon stands comparison with 
examples adorned with а boar's head, which 
suggests a secular use |Вагайс 1992, р.5). 
However, study of the monogram has revealed 
that it refers not to а name, but to a well-known 
invocation: KY PIE ВССНӨН) (Saviour come to our 
аш) (Lazovic et al. 1477, p.37), which, although not 
linking the spoon to any specifically liturgical 
function, connects it at least to a récipient eager 
to affirm his or her Christian faith, 


MARIELLE MARTIPSTANI-REBER 
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Spoon with flat handle 

Byzantiim, auth century (2) 

Silver, ц. бя 5.3 om 

Colman dee Мат» ыл вл diam cie la Mille جا‎ Dione, جا‎ тз. АА! таа 
883.45::7ዝ:1፣ ere 1.ጩጩርጫዝኗ لاہ‎ нүү, ፻ሻ፡-፤፣ япа тї, 18:15 

This simple spoon has some decoration engraved 
on its handle, which depicts а naked shepherd 
holding a lamb in his arms. The figure, in profile 
and represented in а popular manner, cannot Бе 
interpreted as the Good Shepherd, а symbol of 
Christ, since he is depicted completely naked. 
The figure does, however, wear an carring, а 
prophylactic intended to protect the first male 
child and sometimes used for the Infant Jesus, 

as сап be seen on a fresco іп the Monastery of 
Marko, in Susica, near Skopje (1377—81) (Lazovic 
in Lazovic et 31. 1977, p. i1), or for other saints in 
a number of mid-Byzantine frescoes (Sophocleous 
1994. no.12b, pp.82 and 136), including the icon 
of St James the Persian in Kato Paphos, dating 
from the late twelfth century. Like another spoon 
decorated with a victorious athlete and now in the 
Cleveland Museum of Art, Ohio, the shepherd 
reflects the bucolic themes of Greco-Roman 
Antiquity (Baratte 1992, p.12). It can be assumed . 
that this 15 an object for secular use, and it shows 
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the continuation of Classical themes m works 
mace for the пей, 


MARCELL MARTIAN 8 1:01:11 
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Two spoons decorated with a panther and a Поп 


(Constantinople |" ۶ء عج‎ went 


Silver, length 25, 8 cm (panther), lengh 257 6m Їнэн 


Vhe T гийг በ ther [тїз Манглит, | эгч на, ika dy Hl equ i 


кшй манал Г шанаа, сурав 
цал гсэн wr rr Ross Пайн ээ, нам (18. цал, нет ህዛ) не 18 өні ни 
үйл 4ዞ፤ ай, qub amd ፤ 
These two spoons have а Бгоас-пр ovoid bowl 
attached by a vertical disc to а squaresended 
handle. This is composed of a convex tube 
benween two balusters, the outer onc terminating 
ша ball finial. The inner surface of the bow! is 
ornamented with the profile image of a running 
animal in low relief, while the reverse side 1% 
incised with a foliate pattern 

Large and heavy spoons are a typical element 
of domestic silver plate of the sixth and seventh 
centuries, as argentum econum, part of a dinner 
service. Such spoons are also noted for their 
elaborate decoration, normally arranged so as 
го be visible to à person holding the spoon 
horizontally in the right hand, as is the case here. 
The two spoons here belong to a اعد‎ of cleven, 
which would originally have numbered the 
customary twelve, The other animals portrayed 
in this set include a rum, а boar, а hare, а stag, 
а bear, a tiger, а griffin and a horse. All eleven 
beasts on the spoons feature in Roman or Late 
Roman hunting scenes, as human or animal prey, 
with the horse as the hunter's mount. The ram 
and bull are often shown attacked by felines, while 
the griffin was considered an exotic prey native to 
India. Plates, bowls and other vessels were 
decorated with hunt imagery, in either mythical 
or contemporary contexts, alluding to heroic 
exploits and, perhaps, game presented at table. 

The spoons formed part of the first Cyprus 
treasure, which also included the serving plate 
(cata), bowl (eat.45) and censer (cat. 36]. 


МАНІЛА MUNDIILE. BARI 
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Sword 


Constantinople or "Thessaloniki, fourteenth or fina 
half ef the fafteenth century 


Steel, “ዝይ engraving, length 111 cm 
Mee nie А кезі n o үр кірт uf, የ*፤ 157 
The double-edged sword has grooves on both 
sides. A prayer is inlaid in one side along the 
groove. interrupted. by a low-relief application 
representing а bust of the Mother of God 
| ing S HEIC. Child on her left | 


that he will mor Fab. This amd 1 
prayers are often insenbed en highsqualin 
Byzantine weaponsof the period. This is 
ceremonial weaponry and must have been 

made for wealthy Сосо patios мїнэ put 11 
trust 81 Christ amd the Virgin. Ehe high-quality 
Маде was таны likely made m Constantinople oi 
Thessaloniki. The sword was а chance find in 
وی‎ dung building eseavations for the Belgrade 
electric power plant; i wats buried in sand on the 
ruht bank of the Danube 


DL 081133 
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Bow! ፅዝ//8) with Aphrodite 


Соны шиниңМе, tio 25 
Sihra, height 7:3 сш; diameter 18 ጻ cm, ۳۰۱۷۱ 
handle 41:41 crm 


The 1189, سا‎ за аних станцыг onal ун Aden 
кубична Я иг. Мүмін. план od የፎክ و‎ 

LECTIN икта Akara Varios түү, pop. Pig 1. en ан: Dodd ний, и. а 

ቁ yin Хит НИ. pur AE 87. حجو‎ 04, Гаранхн4аг Aakaas ህ፡884. tà #ነ/) 
This deep, hemispherical, hammered vessel has а 
low ring Базе and a flattened trapezoidal handle. 
On the inside, a group of concentric grooves 
surrounds the edge of the body and another group 
encircles its centre, forming a boss with traces of 
mlding. The rim is decorated with incised spiral- 
meander pattern, and the handle, defined by a 
band of triangle motifs, with а representation of 
Aphrodite, half-naked and standing on a pillar- 
shaped pedestal with vegetal ornament on the 
front. In her raised hands the goddess holds a 
flower and part of the end of the ribbon in her 
hair. The decoration of the six-lobe projection of 
the rim consists of a schematic head of Oceanos, 
in frontal pose, in the middle, flanked 1n pairs to 
right and left by busts of young girls in medallions, 
in three-quarter pose, In the outermost single 
lobes are rosettes, The interstices berween the 
engraved medallions and the rosettes are Шегі 
with vertical wavy motifs. The bowl was most 
probably damaged during earth-removal works at 
the site where the hoard was found. On the base 
of the vessel are the five stamps of the reign of 
Herakleios (610-41). 


IOAN 1015 TOURATKOGLOU 
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Plate 

Constantinople, 6952” 10) 

Silver, diameter 134 cm 

The 11: гэж Манту of Cih, Byaarnnse ami Chanidinm Museum, 
Аден, вам 93 


Myndene, iland of Lesbos, ays‏ سیف سیا .مسوم 


MLECERE REFERENCES: Vavriuas 1054. р. 19. Вар 4, mo 42 Dodd اگوہ‎ 
[cur a, Аймти НИ р. А, по хог وس‎ a سا حم‎ በጸ la 


This small hammered plate has a low ring base. 
On the inside, concentric circular grooves 


surround the edge and corresponding. grooves 
encircle the bottom, where a boss is engraved with 


а Latin cross with finials, Ele ere 
“% 15 DE TE (1 
їе 


1115 а. 1 Не ге re MATES с] сие i 1. Ще 


din 

grooves ar the bottoni, Cn the lage of ihe 
ኝነ 

а system ol Ime stamps which date በኩ 


єз ү 
piece 10 the 
Such shallow plates 

with crosses are characteristic of the 


reum ol Рока (нээ na, 


8, аш 
seven cenumes (Leader- Newly 2004, р M 
à 1 


ты TOR 18001:17 
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Plate 


Lita tim ple. 0111 45 
Silver, diameter 25, 6 cm 


Ehe በኮኬጭ Мангар 244 Шин: Ньязтаны 
Матч, ERA ligir 

Phi AER Ми ит ова, mlah nif ashes hijs 

Spr TI da MP FERES. ነ በፎ кїз. ۶ل‎ qi Fur 5, ኮጡ ነ. ЇннЫ 
پچ ارہ درو ابا‎ ዞ ТВ, run 1 , LUE: 


88፡4 E. biugan М чин 


This hammered plate файлов) has а low ring 
base. On the inside, concentric circular grooves 
surround the edge and corresponding grooves, 
with gilding, encircle the bottom where there i 

a boss inscribed with a Greek cross with finials, 
Around the bess is à band with a wreath of ivy 
leaves in nielo. On the base of the vessel are the 
five official stamps made in Constantinople which 
date the piece to the reign of Herakleios (бто-- 41) 


ICANN ТОМА таси и 
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107, 108, 109 
Three spoons 
Constantinnple, ከ16 - 25 

Silver, еийн 22 cm; length 25.5 enm; lengih ay ста 

The 11Ейслнн 5SUmisiry ad Сийшат, Dearie дені Сатан እሻ 

Alerts; iu. 9፡1, пы гуй. لک‎ аны! 

PROVEMANUE Кулигров, Мүше, шаг nf Lisbon, mni 

ika Ti ክጀሾ፻፻8 8፡:8:5: Maritus нууд, ኮ 319, Ён cien 1; Her ኮአባ3, Пі, ЫН) 
Ld dard, аула À задни 4 ah рр 355 - (grip 101, үйл (1 анд цн, 
These three spoons are not ай of the same form. 
Some have shallow, some deeper bowls, and the 
handles too are of different types. The backs of 
some of the bowls are decorated with engraved 
palm leaves, 

The eight spoons in the Krategos hoard from 
Mytilene fall into three typological groups. The 
first, represented by four spoons (axm 901 904), 
is distinguished by the flattened and shallow bowl. 
and the fact that it is the only one marked with 
the cruciform monogram CEBOY on the outer 
side of the disc-shaped element. Characteristic 
of the second group, with three examples (ВХМ 
405-907) of larger size, is the deep elongated 
bowl. There is only one example of the third | 
group (axu 0908), which has а particularly concave 
and narrow bowl. 
IOANNIS TOURATSOO LOL 
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(۲۱ 

۹۴ء 
sail ма‏ 
(,፡፡44. በዘ" PTI‏ 

ጓዝ 4 Lagi Мег 1 ни! ыя Хн 
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«il 
baut መዛ Күн цн, ۰۰۱۷ | Нет 
ዋሉ дама ва Von itid HE Qs از‎ 197. n y АНЕ ዓ84ዝ күйү, ፐባ 
و‎ wn ын Що "ዛብ. 1 bp o Palin imi Baldi] дим е spy 
^ 7 i Vosa dien НА Л, ሾ qn Г. Аврелии нл 

қар TE и i 

1 танин їй Tie TEL IT " 


сн Avellery ነ formed fro 
[le elliptical piece о jewellery ( пя 


cylinder اہ‎ wold sheet, the hollow inside of which 
js fillec with gri ins ol sand in order tà keep its 
shape. Phe midpoint of the upper side, м here the 
wo ends of the g gold sheet meet, is masked hy a 
ving consisting of ten solid globules: On e ther side 
of the ing are stamped two identical prerced-work 
cruciform monograms, oly ously denoting the 
owner of the ornament, scribed within а double 
circular frame which is bordered to left and right 
ty one multiclobe and one granulated band. 
Around the remaining periphery of the bracelet, 
apart from its lower edge, which is also из thinnest 
point, run three fine grooved bands horizontally, 
between whieh two other bands with stippled 
decoration arc interposed, 

The type of bracelet (pseffron) is rare. The 
closest examples, but with simpler decoration, are 
a pair of gold bracelets of the sixth-seventh 
centuries, in a private collection in New York 
(New York 1988, no. 45, р. 59), and the likewise 
gold سفلسز‎ по, 59.54 in the Dumbarton Oaks 
Collection, Washington DC (Ross 1964, no.4c, p. 
7: New York 1988, no.46, p.59; Baldini Lippolis 
усуд, p. 182, mo. th), 

EUGENIA CHALKLA 
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ВисМе 
Sixth seveodhi centuries 


Gold, length 5,4 em; width of buckle plate 1.8 cm; 

diameter of hoop за cm 

Rosso HOUR MR 1> 
PROVEN Кае, Mylene, Lesbas 

LETHE EVE SA. M neruos یکو‎ ie gar], noD Pag di ranî gy, mis 
Pages. Tasik ируул, nes وہ‎ ኮ on (C. Bahoyanuri Maldini Lippia i 
P 2፡58» 4-4, 4, ሸ4«/ጠህዘ ана! Chalkia інтікентінұ 

The buckle comprises an elliptical loop and an 
attachment plate, connected to cach other by a 
hinge consisting of six globules joined together by 
a fine catter-pin. The loop is cast, undecorated 
and has a tongue with a rectangular bar with а 
mount for a semiprecious stone, now lost, anda 
solid hook decorated with a pierccd-work 
palmette on the back surface of its terminal. The 
plate is also cast, with a concave back surface on 
which the motifs of the front are discerned 
embossed and there аге three looped strips (опе at 
the lower edge and two at the ends of the upper 
side) for affixing to the belt, The main body of the 
plate is almond-shaped and formed from three 
Concentric bands (the outer one twisted, the 


midclle of contiguous piercedework tangles and 
the mier of горе pattern), which surround а 
ዛካ "eye; On the upper part ol the plate is а 
narrow ‘collar with rectilinear upper side and 
triangular finial, decorated with piercedework 
veometnc clesigns 

This type of buckle is not very well known; as 
Is Ше case with the more widely diffused lyre- 
shaped ones, The closest examples are the gold 
buckle m the Dumbarton Oaks Collection, 
Washington DC (Кана 105, по. 5, p.B, AA pl.xi, 
Baldini Lippolis 1609, p.2260, no. and two 
bronze ones (Csallany 1955, p.262, nos 2 3. pls т, 
2 and 325 а), 
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пе 
зға! 
Constantinople, ከ10 25 
lironze, Бале 5,7 ٭‎ 5,7 cm 
Ther Менін Манну aif Cuhwrr. Dyrare መነ] Clean Mises. 
ums ара Nine is ий ua 
«естіп ክ፳፻ኽጁእካ፡86- аттын нуу, pin. ж. ہ٥‎ 7; АМнти ےگوہ‎ р даи, 
тә ди 
The seal has in reverse a relief monogram 
(Maurikios [?], Staurakios [?]), and a ring-shaped 
vertical handle, on whose bezel is ап eagle with 
uplifted wings and à monogram in reverse 
[possibly for Herakleios or an official post). 
Perhaps the eagle with uplifted wings signifies 
that this was the seal of a consul. If so, the owner 
of the seal таун Maurikios or Staurakios) must 
have held this office. However, this armument is 
far from conclusive as the symbol used by consuls 
might have been appropnated by other officials. 
The name Maurikios is found on a lead bull in the 
Zakos Collection (no. 2812). However, if the 
owner of this monogram is identified as 
Staurakios, then the owner of the seal could be 
identified with the official known on a lead bull in 
Dumbarton Oaks (Martindale 1992, p. 1182). 
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113.1 


Solidi 

Constantinople, (мі2--10 

Gold 

The Helens نت ما‎ eof (ርሕ ሠ. Bynantiner шы] Chinas Muscum. 

RR ተ رس جا راڈ‎ innen ot лнэ, m 

ааа ами ин у Ойсна мам dam So اسم‎ ur Van rg te 

On the obverse із а bust of Phokas, wearing а. 

crown surmounted by a cross and holding a cross. 

in his right hand. ያዘዘ ጣዕ: DINFOCAS - PERPAVG. 

On the reverse іх an angel with a. sceptre 
surmounted Бу à cross and a globus стига. 

p VICTORIA-AVGV (officina), with, in the 


exergue, a further inscription: СОМОВ. 


113.2 
КҮТТІ 


1 7 ма» 1 


ЕА 

Whe (eles: Минь ad (dna, Матар ин мн Інгілілен Alien, ,ጳ(ክያዝኳ ጸፍ 
ዝዛ 

каллык ARI Қатары ኒክ عہ‎ 61ጤ14«4 | malawa سیکا‎ 

Tr кетеңізін: deed Î, € трыа r, عفن‎ cherry 1 11-44% Matin 
ыы [1 атыны ہار‎ COM cona К, دز‎ ийг ህ1 1: 1 al Пішіні нын, М, жам ши ар, 
[1,1ሑ ана ፳ 41 чид ያ Лей гийн, ነጩ аг аа p 03 = ክዘይ| Майит ни, 88; saa 
насар 111188. P, ኮክ айант айл 8፡84 ^ Fei Шаш ний, 8), км ңі (зү, Cha ira 
^ wr date ያያ፤ Sao Pad 114ክዜ nahi, vin; Налы اف‎ |14, (815188 Ғ, መመ dar 

нін ін [1 ሀህሠ ኮዞካ. doc re СИ ici Е, በድ (8816 ከዘ 119ከካ poi, 


Ш | 

On the obverse are busts of Herakleios (610—41) 
and his «m Herakleios Constantine (G41), each 
with а crown surmounted by a cross. /mcnption: 
DD NN HERACLIUS ЕТ HERA CONST CAES. On 

the reverse is а cross on а stepped base, /aserptian: 
VICTORIA-AVGA [ohana with, in the exergue, 

а further inscripaon: СОМОВ, 
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Ewer with biblical scenes 

Rome |7, lane fourth cemury 

5ülver-gilt, 21.4 = 8.7 cm 

Cone alike 18ጠ of ihe Amia) Misnem of Hei ond, nia Û 


тапка ዘ дил او‎ Traja pam, Marni ዘጽ емі r E 
маже тв ШИЛЖИЖ жк ис эт КЕЛК эрслэн iM Мамі 


Mange; Fon Wanh 567. ۹ط‎ ۲:78 

This silver-eilt hammered ewer, whose handle is 
missing, has five zones of repoussé relief a band of 
acanthus leaves around the upper body; a pastoral 
frieze with sheep and butting rams; a band of 
grapevines; а figural frieze; and an ornamental 
base Бапа. The figural frieze has four Christian 
scenes: naked figures of Adam and Eve covering 
themselves with fig leaves and between them the 
Tree of Knowledge and the serpent; to the lefi, 
Moses striking water from the rock; to the nght, a 
scene interpreted (Fort Worth 2007) as the miracle 
of the quails in the desert (Exodus XVI, 13); and 
the Adoration of the Magi. The meaning of this 
unusual combination of scenes has been suggested 
as the redemption of human sin through the 
coming of Christ, with the water as symbol of 
baptism and the quails the symbol of the 
Eucharist (Fort Worth 2007). 

The ewer was discovered during the 
excavation in 1919 at the hill fort between 
Hadrian's Wall and the Antonine Wall, thought 
to be the capital of the Votadini tube. The find 
included more than 100 ріссез of silver chopped 
into pieces for its bullion value and perhaps 
comprising more than one set of looted domestic 
silver of the late fourth and early fifth centuries 
(five decorated flasks or ewers, large plates, at least 
50 bowls and basins, goblets and spoons) (London 
1994). As this was not à hoard of the same kind as 
the contemporary Esquiline treasure (cat. 12) or 
the late Lambousa hoard (cats 36, 45) or Krategos. 
treasure (cats 107, 108, 109, 112, 113:1, 119.2), 
there has been some speculation about the 
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circumstances of its burial: was и tlie pay of à 
Roman soldier living at the northern frontier, өг 
was и the booty of brigands? 


ROMAN CORMACK 
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Silver-gilt weight from the reign of Theodora 
Constaminople, between 11 |аймагу 1054 በባ 41 August. ዘ") 
Silver, gut, 88118, diameter 3 28 cm; кетін 3,90 ፪ 

Thee ሽጠ of е Brita Misses. Landi, re Ма y | 

Me roe Coke and Сонг миру. үрли л, poat. A 

Айын алғың, مہ‎ 49, р ንዶነ C. ጄብ! 

The obverse is decorated with a mmbed bust (| 
the Virgin Blachernitissa wearing a tunic and 
maphorion and a Greek inscnprion: OYTTIA MIA 
(oiryyia ши, 1 02... The reverse's centre, which ነ 

in the form of a raised medallion, їх struck with a 
bust of the empress Theodora wearing a crown 
with cross and pendilia, a pearl collar, and а lims. 
In her left hand she holds а scepire decorated with 
pellets, and in her right a gobu cung. Around 
the edge of the weight 15 a partly niclloed 
inscription: ӨКЕ BOHOEI ӨЕОЛОРА AVTOVT TH 
ПОРФҮР/ГЕМНТО (ЕҢ ғато)няғ Bore Brodu 
абуоЦаша|түлпофиааүғуіу|Ңтө; Mother of God, 
protect Theodora Augusta Porphyrogenneta |. 
Much of the onginal aiding has been lost. 

The empress Theodora ruled for two brief 
periods in the mid-eleventh century: the first with 
her sister Zoe between 20 April and 11 June 1042, 
the second from the death of Constantine ГА on 
и January 1055 to her death on 31 August 1056, 
Coin parallels suggest that the weight belongs to 
her second reign (Gnerson 1973. pp.752- 3. pl. 
۔(ست‎ The appearance of the Virgin Blachermtissa 
on mid-cleventh century coins may be connected 
with the sexcentenary celebrations of the church 
of the Blachernae in Constantinople, which had 
been founded and built around 450, The 
inscription on the obverse of this weight is 
problematic, suggesting as it does that the 
eleventh-century pound weighed approximately 
396 с, a figure far in excess of that proposed hy 
Schilbach in his comprehensive study on 
Byzantine metrology (Schilbach 1970, pp. 166-8), 
Possibly this is not a commodity weight at all, but 
some form of ипрепа! donative, 

CHRIS ENTWISTLE 


116 


One-pound commodity weight with two emperors 
Eastern Mediterranean, late fourth-filth century 

Leaded bras, блу » 6.2 cm; weight 923.76 ፪ 

The Trustees of ihe Вива Musriem, Lorton, re «Ну 13-28 1 

SELECTED атата በመ 99, ni gis, мт; Hired quasi, py 277 "ሜነ 
The weight is engraved on the face with two 
imperial figures standing sightly to right. Each 
emperor is diademed and nimbate, wears a 





cuirass, paludamentum fastened by à stylised 
fibula, preruges and open-toed boots and holds a 
spear im his left hand and an imbneated sIueld in 
his nghi. In the bottom nght corner 18 ihe figure 
of a leopard with backward-turmed head with, 
above it; a tree, the lower branches of which 
terminate m berries, the upper m pound [eut M 
centre bottom is the denominational mark lor onc 
pound. Parts of the shields; cuirasses, 
paludamenta, sleeves and boots are laid with 
copper, the emperors’ faces, hands, legs, 
denominational mark and leopard s head with 
silver. 

The Byzantines employed a duodecimal 
weight system for weighing both coms and 
commodities. The basic unit of this system was the 
Byzantine pound (01), derived from the Late 
Roman pound, which appears on weights as the 
Greek letter lambda A {or ተ). The Mra was divided 
into twelve ounces, the ounce into muluples of the 
«спринт, which, at 1.14 g, was the smallest unit of 
the bral system. The Mra was also divisible into 
72 solidi: the solidus, later known as the nomisma, 
was the standard gold coim introduced by 
Constantne the Great 18 309, which was to retain 
is weight and fineness well into the tenth century. 
In addition to providing the weight with 
legitimacy, the two emperors symbolise the 
political unity of the empire at a time when it was 
split between western and eastern halves for 
administrative purposes, 
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Onc-pound commodity weight with 

imperial figures 

Easter Mechterranean, late fourth-fifth century 

Leaded brass, 5.6 ж قد‎ cm; weight 318.11 g 

"he Triton ad dye Вера Аааа, Lindon, ға ull -1.3 

érLrcTED seen! London 8994. nagg, p.50 ИЗ. Ёвныйм , 1.ቪ ላክብር 5605, 
him wand 4 

The front is engraved with a square frame 
enclosing two frontal imperial busts, diademed 
and wearing paludamenta. On either side of the 
frame is the draped figure of a tyche, appearing to 
support the frame with an outstretched arm; 
above each tyche is a cross, The tyche on the right 
has a mural crown and holds a torch in her right 
hand. Between the tyches is a kneeling, half-nude, 
female figure with arms akimbo; beneath her left 
arm 15 a shield and, flanking her head, is the 
denominational mark for one pound. The crosses, 
tyches’ faces, arms and parts of their drapery, the 
kneeling figure's face and arms, the mark and 
emperors’ faces are inlaid with silver (four of the 
faces modern restorations); the emperors’ diadems. 
and paludamenta, the frame, torch, crown of the 
left-hand tyche, parts of the tyches! and woman's: 
drapery are inlaid with copper. 





E - 


The arrangement of twa imperial Ник 
۱ ۱ Шш 
ди кой Ке frame is paralleled on хийн Ч 


m ihe Мені Collection, Houston: here 


Їйл 

፤ Wey 

ነ though, 

abundan, of 

aime (Кеби 
‹ : 

parallels for the kneeling female faite 


Late Antique weights and her signifie 


Iwo persembhications, perhaps of the 
earth and sea, recline beneath the ከ 


lortheoming, ne. ላ,11,1(8]. There ape 


ance in this 


4880 [berg 
comm.) has suggested that the figure may bis С 
| | je 


context 1s unclear. Professor Cyril М 


(Tellus), although representations of hey 6ከ 


mosaics, silver and medallions tend to show her 


either as 8 bust or as а recumbent figure (Parris 
1084, по, 13, рр.122-5; New York 1179, no. t64. 
pp.185~ 6). Ge would, however, as à symbol of 
abundance, be an appropriate motif for a weight, 
The two tyches presumably represent Rome and 
Constantinople, 


CHRIS 10170131157. 


(18 
One-pound commodity weight with imperial 

hgures 

Fasern Mediterranean, late fourth: filth century 

Gunmetal, 6.7 x 6.1 cm; weight 323.71 ፪ 

[ከ፻ Trien of the British Murseum, Танийнл, ie iij û ei 

p qi C. Їнэ, Ertani aad,‏ .52 کہ .1094 8፻፻፳መ88ጫ::፪፤- Landon‏ 177 فا 

hg 4 

The front is engraved with two imperial figures 
standing slightly to the right. Each emperor is 
diademed and nimbate, wears a cuirass, 
paludamentum fastened by a stylised fibula, 

pteruges and calf-length boots, and holds a spear 

in his left hand and an oval shield in his right. In 

the bottom right corner is the figure of a rearing 

lion with backward-turned head with, above it, | 
a tree whose branches terminate in five-petalled 
blossoms. In the bottom left corner, within а 

square frame, is the denominational mark for ont | 
pound; above the head of the left-hand emperor, | | 
a cross, The cross, figures’ faces, hands and legs. 
shield bosses, mark and the face of the lion are 
inlaid with silver, parts of the sleeves, 
paludamenta and boots with copper. 

The composition of two standing emperor | 
attacking an animal or animals is common 6n 
Late Antique weights (see also cat ng). А ዐብሮ | || 
pound weight in the Menil Collection, Houston, 
provides a particularly close parallel, although the 
figures there are depicted within an elaborate | 
architectural framework (New York 197% በ6.5859 
p.343). The figures on the above weight have ብ 
often been erroneously described as military sain 
(either St Demetrios or St George, or St Theodore. 
Stratelates and St Theodore Tiro), but cuirass | 
diadem and paludamenta fastened by fibulae 4€ _ 
specifically imperial attributes in this period: 


CHRIS ENTWISTLE. 
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Gold pendant 
licen ийн, Бау Byzantim 
Е 98 8+ [1.88፡48 ін зімі ; | | 
рамата 
әнінен 
гы weve | 
i 11 [፡ gli гүн Ж ИШҮ иь, ከ ۲۲۰۰۱۳۲ 1۱ 
amt + 
Цин!!! Ген хавь, Fu menal. 151189, طط‎ Ades 1) агы! шиг 
ышна Nau 
ہیں رز‎ ып, 1 
; sicul Mes | љ 8ኣ፡88ኮሠሙ%፡ቦ8 2017 Ка мине нуд. |" انتا‎ ШІЛДЕ: 
! 


праща РЕВ 
ዘመ፡ инт 


Г unusual pendant is composed of two sheets of 


gold foil laic over а fill material (largely of calcium 
carbonate with a resin binder). At the centre of 

the front side is a medallion with the bust of a 
winged female holcing up а cloth filled wath fruit. 
She is surrounced by а band of twelve medallions; 
the four medallions on the axes contain equal 
armed crosses and the other eight contain busts of 
an emperor in profile, echoing the conventions of 
design for obverses іп Roman coinage. The back 
of the pendant is chased with an cight-pointed 
star, cach segment of which is filled with a stylised 
leaf pattern. 

The pendant is fitted with two loops at the top 
for suspension, but the fragility of the thin foil 
suggests that this piece of jewellery was not 
intended for everyday wear, but probably served 
as a funerary adornment. The use of imperial 
busts can be traced to а Late Roman fashion for 
numismatic jewellery which involved setting actual 
gold coins and medallions (ог imitations of them) 
into the most sumptuous gold jewellery (belts, 
necklaces, bracelets). The foliate decoration of 
the reverse side finds its closest parallel in the 
reverse of an inlaid garnet pendant from the 
Olbia treasure in South Russia, now in the 
Dumbarton Oaks Collection (Ross 2005, 
pp.t17— 19, cat. 166), The female bust with fruit 
کا‎ close to conte mporary representations of Ge, 
the personification of Earth, found on jewellery, 
textiles and mosaics of the Eastern Mediterranean. 
The abundance of the earth, along with the 
symbols of the Cross, and the imperial busts, unite 
in this unique and inventive composition to evoke 
тапу types of guardians, undoubtedly serving as 
ап amulet for a wealthy deceased woman who 
lived, perhaps, on the north-eastern borders of 
the empire, 


CHRISTINE: KÖNDOLEON 
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Necklace 
۲:336-850 


Gold, precious stones (twelve missing), 12.8 м 22.8 cm; 
plaques 9.08 3.23. ٥ 


МР. (ሠጠ ошай, Мими af Cychidie Art, Athena, um በ. ቂኝ? 
тмони Pola Сћеума ርነ мезе Marsan, phas Пела: Сури 
:مس مع سا یا‎ Grabar ኮነ ብዘ, рі. әлі; Metzger үүн Oliver ፤ 
тукт 59/87, Талшын Шаман нуур: ኮ Ват Wanian 196), но, p. ነ 
Luhscn-Admuraal ақы, pus fur, رم‎ 277, 7418-17 


Six rectangular openwork plaques with fine scrolls 
and sapphires in oval settings alternate with pairs 
ӨГ hgure-ol-cight elements, cach consisting of 
emeralds anc garnets mounted in settings 
separated by pearls threaded on gold wire. 
A seventh opemwork plaque mounted with a 
rectangular emerald and with а pendant below 
forms the central element. 

This necklace is а fine example of the 
openwork technique (auhbsen-Adrmiraal 2004, 
по, Бүз, p.316) often called opus пеела хе, a term 
originating with Pliny !ኣ.ዘ.88:94.. although the 
Greek term йени pierced) ін more accurate 
(Ogden and Schmidt 1990, pp.5- 8, 10:12. Tt 
encompasses a distinctive variety of jewellery 
encountered in Mediterrancan regions from the 
third century to the seventh, characterised by thin 
pierced sheets of gold (Ogden 1982, pp. 34. 43), 
creating а lace-like effect, often combined with 
precious stones. Although the production centres 
remain unidentified, the distribution of rypes 
attests to innovations introduced by goldsmiths, 
who continued to draw on the Hellenistic, Roman 
and Near Eastern traditions for shapes and mons 
(Yeroulanou 1999, no.31, pp.15— 27, бо, 191—7). 

The necklace from Cyprus has been 
interpreted as а diadem based on fourth-century 
representations (Grabar 10658, pl. 200) or as an 
ornament sewn onto a ceremonial robe (Metzger 
1580, pp.4-5). Chis view, supported Бу the absent 
clasps, the presence of side holes, wire frames and 
incised Greck letters at the back of the elements 
(Niemeyer 1997, p.192), 15 corroborated by из 
recovery from a tomb together with other 
jewellery (Oliver 1996, р.140) and personal items 
attributed to а woman of some rank. 


МАМА DOG A-TOLI 
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The Berlin Collar 


Second half of the sixth or first half of the seventh century 


Gold, emeralds, sapphires, one amethyst, pearls, 
diameter 23 cm 


ЗаланыЛыг Агзага oo irrin, Ариноетеииятетчитъф. ure. 5፡25%. وصو‎ 
Peo acquired as pani ዛ4 uber scecalled! "амиа open, Care, име 
በ፡፲ጭዥ пъ the em Gan Edd tieu] 
wrikcTED re Тайт нуга, Denne (98፡8. pp 115-і, тый 15:3: Narsmever 
The Berlin Collar is the only broad collar with 
pendants to have survived from the Early 
Byzantine period. The technique, the elaborate 
motifs of its pierced work and its settings all 
suggest that it dates from the second half of the 
sixth ог the first half of the seventh nth century. A 
dating to this period ts corroborated by the dates 
of a necklace (cat. 125) and a pair of bracelets from 
the same treasure: they were probably made as a 
get together with the collar, that 1s in the same 
workshop at around the same time (Yeroulanou 
1999, no. 228, p.245). бе 1 MA መ 
Based on the evidence gathered from images, 
broad collars with pendants like the Berlin piece 


were reserved! Гог Constantinopolis and 

Roma, Maria and Agnes [personifications of 
Constantinople and Rome, and the Virgin and St 
Agnes) in impenal attire, and female members of 
the imperial family from the early fifth century 
onwards, It is thus possible that broad collars with 
pendants were considered regalia at the time the 
Berlin Collar was made, 

Richly decorated with emeralds, hyacinths 
apphires, one amethyst) and pearls, the Berlin 
Collar stands out among other pieces of jewellery 
from the same penod. According to literary 
sources and images, these materials typically 
appear on regalia. Although the use of emeralds, 
hyacinths and pearls on normal pieces of jewellery 
was not forbidden, an edict from the later fifth 
century states that these materials should not be 
attached to, and had to he removed from, certain 
pieces of jewellery, most probably regalia. The 
same edict also decrees that regalia and imperial 
jewellery should be made in the palatine 
workshops. 

The shape of the Berlin Collar and its 
materials may therefore suggest that it functioned 
as a regalium for a female member of the imperial 
family and that it was made in Constantinople. 


TOLE‏ ×× تق اگوہ 
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Necklace 

Constantinople (7), seventh century 

Gald, length 55.5; diameter of medallions 3.5 cm 

A E бан Танан (ede lace po малын 


Мг Seophywor hinaman 
ала тър ийїїнї. 1ኝ8፲ዝ883 НИТ; poe, placer, Кағадезтріме ра, ра 


p. xi vu 

This gold necklace is composed of nineteen 
medallions linked to each other by loops. 

The medallions are decorated with scrolls and 
cross-shaped ornaments in a pierced openwork 
technique. The two ends are fastened by hook 
and loop. The openwork technique is found in 
other precious jewellery of this period. It is 
quite probable that the necklace was buried 

in Lambousa during the Arab raids on the city 
in 653 and 654. 


БАУЫ FLOURENTZCA 
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Necklace 

Anunoc, Egype, ІШІН сетишгү 4 ۱ 
Gold with sapphires, amethysts, emeralds and pearls, 
length 42.8 cm | 

Benaki Muneim, Abens, itv. ni $72. are A үс 
ARLE TE БЕРЕН ЕМЕЛЯ; іңгій, тез ад, pi, ነ ! нв, р: 
Üenrguula ни вале pT вер etica 
The gold chain is strung with beads of sapphire, 
amethyst, emerald and pearls. Between the beads 
and beside each link of the chain are small spacer 
beads of gold. The hook and the loop for fastening 


CATALOGUE ENTRIES 110—123 409 
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the necklace are attached to the terminals by plam 
gold discs. 

Necklaces of this type have been found in 
treasures or hoards, burned hy their owners «иг 
а pernod of invasions and now important evidence 
for studsing and for dating pieces of jewellery, 
The closest parallel for the Benaki Museum 
necklace is in the Dumbarton Oaks Collection, 
Washington DC, and comes from the Piazza elella 
Consolazione treasure, discovered in Rome (Ross 
1905, no. 18, pls а and 1), Beads of prec ius stores 
and pearls alternate in the same manner on the 
chain, and there are likewise small gold spaces 
beach adjacent to each stone. Pieces of jewellen, 
from the treasure, now dispersed im s arius 
collections, are «шей to the early filth century. 
The similarity of the necklace to а comparable 
piece from a particularly sigmhicant treasure found 
а Carthage, now in the Brash Museum. London 
Пим. по, МА Ar 323-330, Тай 1986, p.98, pl. 220 
conlirms this dating. The plain Ішіс discs 
connecting the hook and the loop of the fastening 
occur оп a necklace from the Аи treasure in 
Egypt (Dennison 1018, по, ፤1, pl xxxi 7 
discs on later examples of the sixth and seventh 
centuries are usually of тсе or pierced work. 

Necklaces sirung with rows of precious-stone 
beads seem to have been a basic item of 
adarnment of every empress or wife of a high 
official, as attested by the depiction of Empress 
Theodora and her retinue in the mosaic in San 
Vitale, Ravenna (fur. 0), ах well as by other 
representations on coms and ivories (see the 
consular diptych of Stilicho: Volbach 1001, рі. 62), 
Furthermore, the copious use of precious stones 
in jewellery of the period bears witness to the 
llourishing trade with the Orient, particularly 
with the Inches and Ceylon. 


АЛМПЛА ҮЕН 510100601 
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Chain necklace 

Byzantium, sixili-scverh century 

Gold and scmi-precious stones, length 42,7 cm 

The Үүдэн An heman. Павага, 5j. 

FRIVERANCE раа ит ley D Keim ни [8 ہت‎ (ዚ]ሮ፣ párres uf род кімің 
Үтікті, al 8801 te be صا‎ Fauni, ири 

Ler 88788፪8፡9:58. Halime 898, no jp үүр Гүү, 152; Mew Yes mally, 
89,190) gi ۱ا‎ Vermilascni dpt, ዘ፡-ነቡ pp, аш, rpg Бе зэ 511 

"This necklace represents a tradition in early 
Byzantium, rooted deeply in Hellenistic and 
Roman Egypt, for the display of wealth and social 
status (Brown 1984; Urbana-Champaign 1989, 


грри-2а, 32-3, 159 51; Walker in New York 


2000; Ross 2005, pp.1—70). The gold-wire chain 
links a varying alternation of shaped and coloured 
beads between terminal cross-medallions at the 
ends. Details include, at the сар. any) convex. 











both ends inte looks chat twist mte opposed mahi- 
angle planes. 

Pearls, highly prized by the Byzantines, 1 
the sequence at the clasp medalhons. Pearls at Мик 
tone wore associated with ihi nselli, with Christ 
and sometimes with Aphrodite, who is seculised 
из popular culture (Маска $9188, pp. 8 - 76 and 
147-40) Ross 2005, 8012. рра i Terry and 
Maguire 2007, pp. tga qo. The pearls ane used to 
create space between amethyste of two tones, like 
watered анд мего wine, à stone ۱11801+11 1 
antithesis to diankenness; in a similar was 
emerald-like glass beads of a colour associated 
with verdure and esteemed for its protection of 
women's health ane placed i repeated mear- 
pannes of shapes amd colours across the span of 
the wearers neck, 

The gesture of closing the necklace and the 
protective design af its Йога! cross terminals links 
and binds physical securing with spiritual security: 
ith Howering into eternal Ше, They point to the 
Byzantine adoption of the Egyptian lotus, the 
flower that rises from the Nile, with life-giving 
divine associations (Koss 2005, р.г; Rudolph 
1995, no.824 and рі. 283; Urbana-Champaign 
1999, no. At, pp. ДЇ and 61). 
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Gold necklace with sapphires and emeralds 
Probably Constantinople, late sixthr-early seventh century 
Gold, emerald, sapphire, sardomyx, pearls, length وج‎ cm 
далы با‎ Morn ға Derli. Алага аттара, ቦጣ х porta, ዓ።18) 

fæ جو‎ Ман paepal y. Hes kist Нали ተ ትማ 
py 

The necklace consists of 28 elements, The 
centrepiece 15 а mounted sardonyx cameo with 
the head of the goddess Artemis, which 15 
probably contemporary with the necklace (Spier 
2007, p. 140, cat. 768). Fourteen six-petalled 
flowers in openwork technique (opus interrasie! 
alternate with near rectangular emeralds in bezel 
settings and oval sapphires in claw settings, cach 
surrounded by rows of pearls. Even though 
framing strings of pearls appeared from the third 
century until alter Byzantium, the opus méerrasile 
elements clearly mark this piece as Early 
Byzantine. Also typical for this period 18 the use of 
sapphires and emeralds, while in the Middle 
Byzantine period precious stones were usually 
replaced by colourful enamels. 

However, the precise dating is debated. The 
necklace 15 part of the so-called Assiut treasure (see 
cats 121, 127), Whose 36 pieces were apparently 
collected over a long period and date from the 
fourth to the seventh centuries. Although coins on 
other pieces (such as cat. 127) provide a terminus ad 
or post quem, | this necklace lacks internal clues Гог. 
dating. Ue cabs ony ние through arvie anid 

all comparison, In fact, very few pieces of 


sa Gr Орта 





ш =ч, Vereulunmd 89፡99, 11 gll, lig 42, ኮ 19. биз туу, әзі; 
3004) تر‎ ሃ88; Munich жом, а ari ! ^ 


Karly Вагини jewellery can be dated теі 


Чу. 
11,1#-110፲51፲ amd Үгээ ин 511111 ' 


18 date: 
агавий soo, while Stolz recently placed | In de 


same workshop as eat ፤21, which she dates 
convincingly on the basis ol analyses ol settings 
ам siyle of the pierced work tothe late sisi ግ 
early seven centuries, 

The necklace is umque im its combination 
о round epis иттин elements and mounted 
precious stones, Circular openwork discs were 
quite common as necklace tor body cliam 
elements and clasps, bur either alternate with 
unmounted precious stones such as amethysts, 
sapphires or emeralds, or consist entirely of 
openwork dises (for example, Georgoula 1999), 
р, 401, تا‎ 217: London 1094, 10.07). 


ANTJE Diss] MASS RUNTE И 
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Gold body-chain 


аните, sixth pariy seventh century An 
Gold, lengih 72 сіп, diumnceter of large medallions 7,58 cm; 
wight 6432 Ê 


This Trüsices Кн Шаһ Маш, London, ቀዩ (wifi рү 
танат. ами in гурт 

×× стар ዜኮ? ዜዩ88. [አቨበጩጠክ тү, пау رت‎ London 1077, жыз dep London 
በባ. no cj, Munich Фока, тык род 

This outstanding piece of jewellery is one of 36 
objects, ranging in date from the third century ap 
or earlier to the seventh, allegedly found in 
Middle Egypt, either near Assiut or at Shékh 
Абада [Antinoopolis), before 1909. 

The ornament consists of four chains that 
passed over the shoulders and under the arms of 
the wearer, crossing on the chest and back, where 
they are joined to large openwork gold medallions, 
pierced in the goldworking technique often 
referred to as opus imierrasile. Each chain consists 
of a linked series of 23 small openwork dista, 
of two patterns, namely а quatrefoil enclosing 
four cinquefoils, and an eight-petalled rosette 
containing alternating trefoil and spear-head 
motifs within the petals. These two designs 
recur in the large medallions, each of which 
incorporates one central and six surrounding discs. 

The chain, unlike that from the Hoxne 
treasure (cat. 151), is large enough to have been 
slipped over the head by an adult woman. Loose 
body-chains of this kind and small, closely fitted. 
ones, are both depicted in Roman art. 

CATHERINE JOHNS 
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Gold necklace with pendant 
Probably Egypt, late sixth-early seventh century 


Gold, diameter of necklace 24.5 em; height aps n 7 የጠ 


Зала е Muscen ins Berlin, Anikemammlung, ime no 331]. m 
881.፡ርገኽ8) РЕН Cin: Derenin нё; en کچھ ہو‎ Кола вал) 1905 те 
Dopperi-Lipricry, Hamm (yof, no ant ИС ааа Ноги), Niemeyer vr 


Mare Horner Sache 2007, pp sac ве М8” 
8,884 ga, різ it a; Stole fortheoenmy 








This heavy 8" Мәсе (547 489 consists оГа Torque 
1 
“ከዛዘ|ዝዘ ol የዛዘየክ coins ዘክ the 


an 
holding * 0 
as el ]ustiman Ііл27 69) to Maurice (502 


re'e lise wihi the (ዘርአ words trac Ішін) 


6621, and à 


and ZEH lies 
из imperial mecallian 


[ዘ нги 18 Юм, 7۶۴ 


сетте ва 
qepresenting « an emperor, possibly Constantine the 
Great, wiih 4 personification ol he city ol 

Consti فا رتو‎ on the reverse Baal sides ۶ 
ис img iniscinmprion КҮРЕУ 71 
ФОРОУСА | ‘Lard, help the wearer). The female 
ending indicates that this necklace was worn by a 


woman, The broad opia ያዘጠጠየሸ frame of the 
Пай 
circular pendant surrounds a песін Поп showing 


ihe Ammumenttion and the Wedding at Cana on 


ihe pever- 

The necklace is part of the so-called Assiut 
редките, which consists of 30 high-quality pieces 
uf gold jewellery adorned with pearls, sapphires 
and emeralds, dating from the fourth to the 
seventh centuries and probably buried іп the 
middle of the seventh century (see cats 121, 125). 
Among them is à counterpart for this necklace 
(Lawton 1984, p. 182; Kunzelsau 1995, no. F2), 
probably forming а pair for a married couple, 
most likely made on the occasion of their 
wedding. The latest coins provide a clue for its 
dating to rhe late sixth to early seventh century. 

A similar but smaller pendant (7.64 cm) has also 
been identified as wedding jewellery, perhaps for 
the marriage of a daughter of Emperor Tiberios 
іп 582 (Munich 2004, no. 505), but, according to 
recent research, it was most likely made for а non- 
impenal couple (Stolz forthcoming), 

The provenance of this necklace 15 uncertain: 
Platz-Horster (2004, p.286) argues for courtly 
circles of Constantinople, considering the quality 
and value, as well as the imperial and religious 
iconography. However, Stolz (2007, pp.556 —7) 
convincingly suggests production in Egypt, 
especially because of the three-petalled rosettes, 
Which appear mostly on jewellery found or said to 
have been found in Egypt, 

ANTJE BOSSELMANS-RUICKBIE 
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Gold coin-set pendant 

Eastern Mediterranean (2), mid- to late fourth century an 
diameter 9.2 em. 

Tos Tosca a һе шн Ml London, rx н 

መ መ ата‏ ور سد a‏ ریا 

In the centre of this gold hexagonal openwork 

pendant with suspension loop is a double-solidur 

of Constantine the Great (80637). with a. profile 

bust of him on the obverse, and the confronted 

busts of his two sons Crispus (died 326) and 

Constantine I (337740) in imperial costume оп. 

the reverse. Inscriptions on the reverse indicate 

that the coin was struck at the mint of Sirmium | 


ipresent«day Sremska Mitrovica, in Serbia) in 321. 
Surrounding the com are six exquisitely executed 
Londo busts im high relief. They are (from top right 
Clockwise): a female wearing a tara anel veil: a 
hearded male; à female with crown tress a male 
wearm 4 Ргушап сар; another female with 
crown tress) and, finally, a male wearing a fillet’ 
The pendant is. one of five perhaps from the 
same necklace: а further hexagonal анд а circular 
example are now in the Dumbarton Oaks 
Collection, Washington DC; a second, slightly 
damaged, circular example 15 in the Louvre, Paris, 
and, finally, the largest of them ай, an octagonal 
example is in the Cleveland Museum of Art, Ohio 
(Deppert-Lippitz 1996, pp.30— Бо), Despite the 
care taken in the издилфиайзатот of the busts 
noticeable in their hairstyles and physiognomy = 
both their identification and the reconstruction of 
the iconographical programme behind them has 
proved elusive. Only one of the above busts, that 
of Attis with his Phrygian cap, сап be identified 
with any degree of certainty. Dating the pendants 
has proved equally problematic. A very closely 
related gold mount in the British Museum, 
London, was purportedly found with six gold 
aurei of Constantios IT (497-61), leading to a 
proposal of the middle of the fourth century for 
the pendant's manufacture (Buckton 1982-84. pp. 
14-20), More recently, on the basis of 
comparisons of the tondo busts with Theodosian 
metalwork, a date in the later fourth century has 
been suggested (Kass 2005, pp. 147- 9 [Boyd]. 
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Gold pendant cross with Christ, the Virgin, 





St John and two saints. 

Egypt (2) боо уо 

Gold, 8 ж 5 сш. 

Demba Washingsn Birantine Clerk! ge 1512-24 
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0 سا‎ Wanna DC, 1937; Dursbanoe Әзіз Research 
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soldering it toa flat piece for the back. The 


assigned date is derived from. a technical 





into the rear panel in a technique known fron 





other Late Antique jewellery to pra vide a 
allow gases по escape during soldering (Rosenberg 


1928, pp. 451. 152). The fact that (ከር cross bears a 
stylistic and iconographic resemblance to another 
in Cairo (Werner 1936, p.183) has led to a 
tentative attribution to Egypt. 

Christ stands in the centre with arms 
outstretched, revealing nail holes in his hands and. 
fect, The four holy figures in the medallions on 


the arms of the cross are not labelled, although the 


cruciform star on the veil of the woman at the top 
identifies her as the Virgin. The bearded figure at 
the bottom is probably John the Baptist. Although 
Christ may appear to be crucified, given the nail 
holes and the rectangular sign over his head 
inscribed IC XC, analysis of certain significant 
details has shown that the image is more 
complicated (Wessel 1060, ኮኮ-00 104). For 
example, although there are nail holes, there are 
no nails, Christ's head is erect and his eyes open. 
Не wears, not the calobion, the long, sleeveless 
garment of the earliest Crucifixion images from 
the fifth and sixth centuries, but the tunic and 
pallium, an ensemble relating to his earliest 
incarnation as а young teacher or ruler. Не is, 
morcover, youthful and beardless. All of this 
suggests that the image portrays not Christ 
crucihed, nor again the living Christ, but the 
eternal Christ, triumphant and bearing the marks 
of his passion. | 
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Chain 


Sedh-seventh cenruries 

Gald, length of chain عو‎ em; length of pendant 2-4 cm, 
ich 5 ран 

Tis Nelle Микаагу ol nine, Шүтэн ағы) Cain 3896 
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The chain consists of бо circular links, 1.4 cm 

in diameter, which are concatenated by 
figure-cight rings. At one terminal is а hook, 
while at the other is a pendant, the lower side 

of which 15 double-arched, with a pair of leaves 
hanging from each of the resultant three points. 
Оп the front of the pendant is 8. pierced-work 
representation of confronted peacocks, on either 
side of a "Tree of Life’. This is one of the most 
popular symbolic representations in Early 
Byzantine art, and it occurs frequently in 
jewellery and particularly on lunate earrings in 
the sixth-seventh centuries (Yeroulanou 1999, 
nos 488—508, рр.186, 281-3; Baldini Lippolis. 
1999, nos 2, 4—8, 12-17, 21, pp. 104, 105, with 
bibliography), as well as one pierced-work 
necklace clasps of the same period (Yeroulanou 
1999. p.32, fig.235, nos 62, 65, 66, pp.215- 16). 
However, this type of chain with large links, 
pendant and the manner of securing it with a 
hook is rare. The only similar example known is. 
the other chain in the Krategos hoard, вхм 878 
(Vavritsas 1954, p.327, no.7; fig. i; Athens 1964, 
no.390, p. 304; Thessaloniki 1997A, no.228, p.201; 
Baldini Lippolis 1999, p.225 no. t, fig.14). 
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Gold body-chain 

Gallo-Roman, lave fourth century 

Gold, amethyst, gamet, length of individual chains, 37 - fi ст, 
weight 240.5 g- 

The Teter ai iban وا‎ Anam, London, ки d 4-8 ፤ 
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The body-chain is the largest item of jewellery in 
the Hoxne treasure. Found in 1992, the complete 
hoard consists of gold jewellery, silver tableware 
(chiefly spoons) and around 15,000 gold and silver 
coins. The two latest coins were issued in Ap 407 - 
98, so the entire hoard must have been buricd 
alter that date. 

Four flat multiple loop-in-loop gold chains 
with lion-head terminals are joined to form the 
upper-body decoration passing over the shoulders 
and under the arms of the wearer, and crossing at 
the front and back. The decorative junction at the 
Iront, permanently linked to onc end of cach 
chain, is a roughly oval gold setting for nine gems. 
Only five gems survive: a cabochon amethyst in 
the centre and four almond-shaped gamets 
alternating with four empty circular cells, which 
may have contained pearls. At the back 15 another 
connection, in the form of an octagonal open- 
backed mount with foliate decoration, set with a 
solidus of Gratian (ло 367-84), minted at Trier. 
This clasp is a re-used pendant from an older, 
probably third-century, jewel. Two of the links at 
the back can be unhooked, so that the chain 
harness, which would have fitted closely on the 
torso of its wearer, could be put on and taken off 
casily, 

Body-chains (often known in the literature as 
‘breast-chains’) had a long history in the Ancient 
Near East and in the Greco-Roman world, but 
relauvely few examples survive. In the Roman 
period, they were frequently associated in art with 
nymphs and with Venus and Cupid, and may well 
have had symbolic values connected with love 
and, possibly, marriage. 
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Gold belt-buckle 

Constantinople, seventh century 

Gold, length 7.4 cm 

Whe Trostess of ior finitich Манга, Lemdem, et нийл 7-8 | 

SELECTED REFERENCE Dirumels 14852, n, [. 10, وع‎ 113. сл! 
"This gold buckle with a cruciform plate is joined 
by a hinge to both tongue and loop. The top of 
the loop is incised with crescent shapes, each with 
two reserved granules. The tongue is punched on 
the top with a fret design and under the tip of its 
tongue with a craftsman's mark. Near the hinge, 
the plate is chip-carved in an engrailed design in 







Latin cross, the head and arms 


GUE ENTRIES 131-135. 


scalloped and the foot terminating in a roundel, 
On the back of the plate are four attachment hugs. 

The buckle falls into a small but closely 
related group, all possibly from a 
Constantinopolitan workshop. The closest 
comparable example, on both stylistic and 
technical grounds, is in the Dumbarton Oaks 
Collection, Washington DC (Ross 2005, no. ۱ 
pp.7-8, рх), Although the outline of the plate 
differs in many respects, the general shape of the 
tongue and loop, the construction of the hinge, 
the use of the fret design on the top of the tongue 
and, on the loop, of incised crescent-shapes with 
reserved granules are all exactly reproduced, The 
Dumbarton Oaks buckle has been dated to the 
first half of the seventh century on the grounds 
that it may have been found with two solid of 
Herakleios (10-41) struck at Constantinople 
between 613 and 630. 

Similar decorative motifs = generally 
consisting of an arrangement of crescents, 
triangles and dots and known аз 'Punkt-Komma' 

can be seen on other sixth- or seventh-century 
AD buckles from, mier айа, Hama in Syria 
(Baltimore 1947, no.468, p.99, pl.zxvr, Mytilene 
in Greece (Athens 1964. nos 392—3, p.367), and on 
diverse belt-fittings from Antioch-on-the-Orontes 
(Ross 1952, pp.31—2, fig. 4). 
CHRIS ENTWIETLE 


133 

Gold strap-end 

Constantinople, seventh century 

Gold, 3 x 2.4 cm 

The Trusers of the ጠህጆከ Museum, Londen, የፍ ifla. 5:71 

XLLECTED вдигна: Aelia ина, no-3, pp 747 ነ› Big; ro 

This gold strap-end of hollow-box construction 
has rounded ends, straight sides and an opening 
for the strap. The front is embossed and chased in 
imitation of both granulation and swaged wire, 
and chased with motifs, including a heart and 

a crescent with two reserved granules. On the 
reverse is an embossed trefoil-like plant motif 
and further geometric ornament. 

Belts in the Late Antique period were 
decorated with numerous fittings, including belt- 
buckles, tongues and strap-ends: one example 
from the Mersin treasure in Cilicia, for example, 
consisted of nineteen individual components 
(Werner 1974, plavu). The above strap-end 
would have been the terminal for one of the 
many pendant straps with which such belts were 
embellished. The popularity of this type, and 
the ubiquity of the *Punkt-Komima' decoration 
employed on it, is attested by numerous finds from 
outside the borders of the empire: both in high- 
status Lombardic graves such as at Castel Trosino 
and Trezzo sul" Adda (Brescia 2000, p.68, fig. 44, 
86.34፡› Р.79, fig.49, no. 39a, pp.85- 6 and 88), 


газ well as in Avar graves of similar status-at the 
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Crossbow filaula 


Constaninople (7), г 480 
Gold, 1649 x 5.5 x 4 cm 
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This elaborate gold fibula is the largest of its 

пүре tà survive, The pierced goldwork decoration 
захын the Importance of Christianity through 
the face, headplate, decorated with a tall, thin 
cross rising from acanthus leaves. As often found 
on liturgical crosses, the Greek letters alpha and 
omega extend from the cross arm with the tip 
transformed into a Chi Rho encircled in a 
tnumphal wreath, Acanthus scrolls fill the sides 
of the extended rectangular face with the sides 

of the triangular foot decorated with simpler 
geometric patterns. Gold crosshow brooches like 
this were symbols of rank used to fasten the cloaks 
(chlamys) of Byzantine dignitaries, as seen on the 
attendants of the Emperor Justinian in the mosaic 
at San Vitale in Ravenna (fig. 1). 

Eight related gold fibulae survive whose 

find sites extend across the Byzantine Empire, 
including graves of border peoples given Roman 
rank in exchange for peace and/or military 
service (Deppert-Lippitz 20008. pp. 56-79). The | 
Metropolitan fibula is similar in its triangular foot 

to a fibula found at Apahida, Romania, in the 

grave of Ombarus, one of these border figures 1 
(New York 1999, по.36, рр.з9-1; Deppert- 
Lippitz 20008, p.57). Тһе size and weight of | 
the Metropolitan fibula suggest that it was for 

a person of great importance within the empir ያ 
or on из borders, While such gold fibulae are. q 
exceptional, the construction of the Metropolitan 
fibula has been shown to be similar to decorated 
fibula in less precious metals and thus not 8 
necessarily а work of an imperial workshop 
(Dandridge 2000, рр.Ва-4). 
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Bracelet "E j 


Eleventh-rwelfih century 


Silver, repoussé, chased, traces of gilding, niello, 22 759 
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The main feature of the bracelet is the 
arabesquesstyle ornamentation, executed іп niello 
an a silver background and vier versa. Arabesque 
«сто and pseudo-Icufic motifs belong to the 
oricntalising repertoire ol Byzantine 
amamentation and are the two most characteristic 
features of Istamic art that spread beyond the 
frontiers of the Islamic world. In Byzantine 
illuminated manuscripts the various forms of 
scrolled arabesques were used as decorative 
designs on furniture, metal objects, articles of 
everyday use and fabrics such as hems of garments 
ог Бейсометъ, Sometimes also called vermiculated 
scrolls, they often appear in architectural 
decoration and painting, especially in the twelfth 
century (Pelekanidis et al. 1973, pls 125, 139, 298 - 
9, 308, 3111; Мерам and Hawkins 1962, p.336 - 46, 
fies 42, 52, 53. 55). At their best they are applied 
on metalwork, in enamel or mello (New York 
1997, по. 300, pp.4bo - 1, no, 994, р.497) 

Similar scrolls in Islamic art are found in 
jewellery, silverwork and pottery design (Spink 
1986, p.28, no.5; Hasson 1987, p.94. no. 127; 
Jenkins 1992; sce also cat. 136. Some of the few 
preserved pieces of Islamic silver from Egypt, Iran 
and Northern Syria demonstrate the same type of 
scralled melloed background (New York 1997, 
p.409; Marschak 1086, figs 131—2, 138—41; 
Edinburgh 2006, no.10, p.18, no. 14, p.21). This 
type of bracelet shares many of the same features 
as a bracelet now in the Hermitage Museum, 

St Petersburg, and originally part of the Sayram 
Su hoard - including the style of scrolling and 
nielloed design = which was found with Islamic 
coins datable to between 949 and 1040 (Allan 
1986, p.12, fig. до). 
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Bracelet 


Eleventh century 
Silver, repeousse, chased, partial gilding, пи По, 34 ። 555 
Benali Museum, Athera, im ክቦ 1457 
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The wide cylindrical bracelet (perikarpien) is made 
up of two sections of equal size, joined by a hinge. 
Each section is divided into three rectangular 
panels with a medallion at the centre, framed by 


leur almond-shaped motifs, Smaller medallions 
аге linked to the larger ones, creating a horizontal 
axis and balancing the arrangement of the panels: 
Each medallion is decorated with a fine niclloed 
design of 8 cross formed by four scrolled, heart- 
shaped palmettes, 

The type of bracelet with rectangular 
decorative panels decorated with relief roundels 
and almonds seems to represent a simplified form 
of Late Antique bracelets, such as those found 
on Palmyran sculpture, They are embellished 
with almond-shaped leaves in imitation of gem- 
studded originals (Mackay 1949, pp. ۱76-7, fig. ба, 
pls тунг, vim; Seyrig 1952, p.233, figs 14:15: 
Lepage 1071, p.7). 

The use of scrolling design and the cylindrical 
shape relate this bracelet to а group of bracelets 
distinguished by their mixed Byzantinc-IEslarnic 
decoration af real and imaginary animals, 
including the Iranian mythical cmurgh. They are 
preserved in the Kanellopoulos Museum in 
Athens, the Dumbarton Oaks Collection in 
Washington DC, the Museum of Fine Arts in 
Boston, the Walters Art Museum in Baltimore and 
Ше Louvre, Paris (Netzer 1991, no. 166, рр.164-5; 
Paris 1992, no.253, pp.338—- 9 ||. Durand]). The 
Louvre bracelets were part of the Ізрігі treasure 
from Bulgaria, which consisted of plates worked in 
a similarly mixed Byzantine-IEslamic style (Ballian 
and Drandaki 2003, рр.47- 80). The same 
features occur on one other intact bracelet 
(са, 135) and on two sections of bracelets in the 
Benaki Museum, Athens, decorated with griffins 
ала pseudosArabic inscriptions in angular Кийс 
script (Athens 1686, nos 190-200, p.160). 
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Bracelets 


Sixth seventh centuries 
Gold, diameter 5.5 - 6.1 em; width 1-055 cem; diameter ጓ-ጓ- 
Bos crm; width пз =й 53 cm 
The Hellnar: ከ г Cedar, Hrann ane Chren እሻ ዘ, Алыста, ка 
ВАт, азы RAY 
Pw A а Forsiegma, Мен, шайын 
881.8(1፲8:8) ክ8 የ7 ክዘ:5፡:፤8 ኣ'ክገዝዢ፤ የ054, ра. ра, ni تا‎ lig. i етін 15024. no qus 
пр 3፡5 В, Тіемайма ıa, ne 335, р [ባባ 00:5. Пасата, Май ин Lippia 
89፡99. p міз, nce 8 - (88, Trabak 3004, negy, pani (Ё. Marame hutaki 
Toursi and (Chafee [eara sccumangg 
The bracelets (psellia) are virtually identical, with 
only minor differences in their dimensions. They 
comprise a solid band of elliptical shape and 
varying width. Their curvature decreases 
significantly, mainly on the upper side of the 
piece of jewellery, to such a degree that it appears 
almost straight. At the centre of this side, which 
is also the thickest point of the psellion, a nb is 
formed, while at the centre of the lower side, 
which ts the thinnest point, is an opening to 
facilitate fitting the bracelet around the wrist. 
The bracelets are of the simplest type of this 
kind of ornament, which is known from Antiquity 
but was widely spread during the sixth and 


seventh centuries (Baldini Lippolis 1999, 
pp.176-8, 182). The Krategos treasure includes 
four other bracelets that are exactly the same, 
while similar ones are encountered in other 
hoards/ treasures of the sixth-seventh century, the 
best-known being the pair по.) 431 m the Cyprus 
Museum, Nicosia, from the Lambousa treasure 
(Athens 1964, по. рох, p. 368; Pierides 1971, по. В, 
p.58; Baldini Lippolis тодо, p. 182, поз 6— 7a), and 
the bracelet no.w too from the Mersine treasure, 
in the State Hermitage Museum, St Petersburg 
(Grabar 1951, fig. 2.10; Bank 1985, no. 162, p. 288, 
D; Baldini Lippolis 1999, p. 182, nos 2-5). 
Furthermore, there are bracelets of comparable 
type, with minor deviations in the form of the bar, 
in various museums (Baldim Lippolis 1999, p. 182; 
Touratsoglou and Chalkia forthcoming). 
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Pair of bracelets 
Fourth or early filth century 


(081 with sapphires and emeralds, diameter B.5-11.6 em; 
8.1-11-| cm 


Ураа Musee sd Үсэг Ант, Richmond. The Adsiph D. and Wilkins 
(Willams Fumi Блоа 314/38 

This pair of bracelets 15 an important example of 
pierced-work technique (diatra) combined with 
precious stones. Both hoops are of semicircular 
cross-section, with a movable part as the fastening. 
On each bracelet four mounted sapphires 
alternate with four emeralds. 

In the zones above and below the stones 
are ivy scrolls and the central zone between the 
stones has two circles with stem and central 
lozenge enclosing a rosette, as well asa lozenge 
with scrolls around a vine leaf 

The movable part in the central zone is 
decorated with lyre-guilloche pattern, while 
small cruciform leaves fill the ends. 

The pierced work 15 exquisite and these 
bracelets belong to a group of фийгиа jewellery 
which has been worked with a special tool that 
traces the design from the outset (Buckton 1983— 
84) so that it is also visible on the back, as, for 
example, on the medallion of Constantine the 
Great, in the British Museum, London Ппу. по. 
міл 1984, 5-1, 1). These pieces of jewellery are 
associated too with the common ivy scroll, as well 
as with the characteristic tendrils sprouting from 
the stem and coiling backwards, 

Bracelets of similar shape and technique, that 
also use precious stones, exist па the Ashmolean 
Museum, Oxford (Department of Antiquities, шу. 
no. 1977-272) and in the Rómisch-Germanisches 
Zentralmuseum, Mainz (inv.no. 0.30321). 

Other common elements, such as concentne 
circles and lozenges, lyre-gu loche pattern, 


rosettes and vine leaf, are encountered on various. 





pieces of jewellery of the same period. АЙ these 
suggest that the pieces were produced in one 
centre or even in the same workshop and were 
disseminated widely during the fourth and the 
carly fifth century. 
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Рап of bracelets 

Cyprus (7), sixth century 

Gold, diameter ባ cm 

Менмін እመ, Ане, سو سرد‎ (615 НМ 
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The bracelets are formed from a hoop of 
semicircular cross-section, with герои 
decoration of a repeating stem sprouting from 

а cornucopia. On the movable disc, the same 
pattern is executed in pierced work around а 
stellar rosette, The disc is surrounded by a row 

of relief granules, a plain frame and granulated 
wire on irs circumference, 

The movable disc with hinges for fastening is 
characteristic of this type of bracelet in the filth 
and sixth centuries, The hoop is usually formed 
from a wide band in repousse (see the bracelet 
from Constantinople in the Dumbarton Oaks 
Collecnon, Washington DC: Ross 1965, no. 2А, 
PP-4 6), pierced work (sce the bracelet wath 
repousse figure of the Virgin on the circular 
movable part and pierced-work decoranon on 
the hoop, in the British Museum, London: Dalton 
1601, no. 270, pp.45- 6) or with elements soldered 
together to create the impression of pierced-work 
decoration [see the bracelet from the Cyprus 
treasure: Згубапоч and Stylianou тобо, p.55, 
no, 20, fig.49). In certain cases the hoop 15 covered 
hy mounted precious stones (sec the bracelets 
from Egypt in the Metropolitan Museum of Art, 
New York: Dennison 1918, паз 28 and 29, 
рр. 157-9). Contemporary representations 
show that these bracelets were widely diffused. 

The decoration of the bracelets is notable for 
из technical execution and the rendering of the 
subject. The designs on the pierced-work surface 
аге clearer than on other examples, and are also 
enriched with additional repoussé and carved 
decoration on the disc and the hoop, The stems 
and the carnucopias thereby acquire a richness 
very similar to the ones on the cross of Justin П, 
in the Vatican Museum, dated to 5605 - 78, 
confirming the dating of the bracelet to the sixth 
century. The treatment of the decoration is 
slightly different on each bracelet: on one, perhaps 
the later, the subjects are less distinct. 
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Bracelet 
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The loop and hoop of this bracelet, one ofa ран 
found in Egypt, are elaborately decorated with 
pierced goldwork, 1۷۷۷۸۰, technique related to 
the opus mienie ot the Roman tection. The 
ccomenne precision of the pauermng has been 
argued to date the work to the filth century 
Yeroulanou тосо, pp. 15 аб, 154). Phe tiny hen 
head terminals on the hinge-pins for the houp 
have been кісіше as ИЙ century in style and 
similar to oher works of that date from Preamp 
in France, Tenes in Algeria and Regmo Emilia in 
Italy. The dove pattem too has been related to 
works found in Tenues and Reggio Emilia, as well 
as other sites, including the Palatine in Rome 
Deppert-Lippitz 20004, pp.65- б). A small cross 
at the centre of the loop opposite the elaborate 
hoop is the only suggestion that the doves might 
be meant in а Christan context. While many 
Early Byzantine bracelets open with hinge-pins, 
this bracelet ts unusual in that the pin warks by a 
screw mechanism, similar to ones on the bracelets 
ar Ténes and Kesmo Emilia, and identified as 

a status symbol, mdicatiee of the aspirations 

of the owner (Brown 19931. 


HELEN ፻: PV ANS 


141 
Bracelet 
Probably, from Санаа 77ا‎ ninihi or tenh centuries 
(Gold and glass, 5,7 ። ЖБ a БВ б ст 
Ihr Наваі Мишиг ol Cuir, harin ol Шугаай цаг Cali, Таа, 
a жарашы) acces (ect LS Бу اھ‎ 
ртр ااا ی‎ ሠ. re Шайы 
Vhewaalimábi #8፡፡2,[፪፤-1፤፤ 19 
This gold bracelet is one of 8 pair excavated with 
a hoard in Thessaloniki. Bracelets were worn on 
the wrists to hold in place the long, almost floar- 
length sleeves of fashionable formal garments 
worn hy women in the Middle Byzantine period, 
Each bracelet is made from two equally sized, 
curved trapezoid-shaped plates, linked to one 
another by slender bars that fit through five small 
ribbed tubes. The bar in one of these hinges was 
fixed, while that in the second could be removed 
in order te undo the bracelet. The plates are 
bordered at the top and bottom by an overlaid 
three-atrand braid. Each bracelet is covered with 
twenty panels, which are bordered by granulated 
bands and decorated with cloisonne enamel, 
The panels feature representations of, alternately, 


a bird pecking ага АГ, palmettes and rosetten, 
renelered an Му dillering colours in eneh 
міні, 11118 хатгаа ds uu hieved with Ше [150 

ol white, ие, иил and red glass and 
probably also crimson, which now appears black 
m dillerent areas an cach one. 

Given the valuable manire of these pieces of 
wold jewellery, thei subtlety of design and their 
ехцихие í raltsimanshi. the bracelet ts likely [0) 
have belonged to à member of the highess social 
strata ol Byzantium. 
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Bracelet 


Consantingple (P мі seventh (rentur 
Cul, ۰٣ pearls, ЕТІЛЕДІ зарц иж, glass, quarte 
aud enteral plasma, dimeter 8 2 cm 
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This elaborate bracelet, one of a pair, is 
decorated with jewels on the exterior of its hoop 
and loop and elaborate Жапа, pierced goldwork, 
decoration on its inner surface (Yeroulanou 1999, 
pp.15-25, 027 4) The pearls and gemstones on 
the exterior have been associated with similar 
bracelets worn by the attendants of the Empress 
"Theodora (1055-56) in the mosaic at San Vitale 
іп Ravenna [88.40 and argued to support a 
Constantinopalitan origin for the work (Brown 
1979, рр-57: 62; Brown 1093, р. Во on the basis 
of this bracelets sophisticatedly hidden clasp on 
the loop). The elaborate аба patterns on Ше 
interior arc similar to ones found as the exterior 
decoration of other works. Related patterns exist 
on а medalhon for а necklace іп the Virginia 
Museum of Fine Arts, which has been argued 
to have been produced in Syria, possibly Antioch, 
as а product of a high-quality provincial workshop 
(Richmond 1994, 00.95, pp. 104—5). Part of a 
hoard discovered in Egypt, this bracelet represents 
the wealth and ambition of its owner to be dressed 
in styles exported from, or produced in imitation 
of, those worn in the imperial capital. 
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Gold bracelet with а bust of the Mother of God 
Eastern Mediterrancan, c Ap Bog 

Gold, depth of hoop 6.7 em; depth of medallion 44 em 

Vhe 1 ጸህየየ፤ of iar Belinsh Мини, Lawislrm, тү AF ЗМ 


Fm анта ва? io have come [ninm Syria Iren die p ranks 
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This gold bracelet with an openwork hoop and 
a clasp in the form of a medallion is decor, ated 


jewellery. 


wet ol the Virgin Mary, The 


үй repose 
а himation, mises both hanes 


will 
Virgi 
ዘ the oram position, 
үү setting Тог gems ۱ glass pastes. Phe hoop. 

emp ! 

| | и is exe uec їп a technique known as ofi 
whit e я 
literally pierced work’), 18 composed ol 
ч (4 gold sheet containing a design of a 
from which emanate two running 


п, “ін? цгагч 
[Дани the bust are Iour 


۳۷ز 
нд! шін‏ 
селі: al vase.‏ 


ЖЕТУ cont 
‘This bracelet stands at the сэ ol а long 


шоп of Late Antique bracelets with openwork 


иши ранж ol «мгагя and релеси: ks. 


ший the ориз witerrasele, which is much less tightly 
organised than on third- and fourtliscentury 

is typical of that dating to around the 
year боо, Similar iconic representations of the 
Virgin are hard to find on Early Byzantine 
jewellery. Apart from on the now-lost counterpart 
for this example, formerly in the collections of the 
Italian collector and goldsmith, Alessandro 
Castellani, and Count Tyszkiewicz (Froehner 1897, 
pp.74 5, no. гов, pl. 17), the Virgin tended to be 
depicted either in narrative contexts on gold 
еофна, drawn either from the Mariological or 
Christological cycles, or in schematic form on 
arule; rings and pendant crosses, 
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Gold opemwork bracelet 

Easter Muditerrancean, fourth century 

Gold, diameter to cm 

Заради ве Aiaren га Berlin, Ackerman, item ہما وس‎ ዓመ) 
өкіметі رصع رسس‎ Niemeyer 1007. pp 201-4; Yeroulancai 1904, 038.302 
The bracelet was found at Tartus, Syna, together 
with a counterpart, now in St Lows (Yeroulanou 
1999, no. 203). Its convex shape was created by 
combining eight oblong with sixteen trapezoid 
plaques in ориз interrasile with diflerent patterns 
ard the blessing inscription ЕҮТҮХӨС ХРО АА 
BIOY (use и for [your] luck throughout life). The 
pair bears the words WYXH КААН YTIENOYCA 
ФОР (beautiful, healthy soul, wear it). 

The opus interrasile technique was widespread 
inthe Roman анд Early Byzantine Empire from 
the thirel to seventh centuries. The typical lace-like 
eflect was created by piercing sheet gold, A broad 
range of floral, geometric and figural motives, as 
well as inscriptions, appear on gold jewellery, 
Пішізе, Бей buckles or even sword ornaments, 
The same stylistic development is found in other 
genres of Early Byzantine art, such as on capitals 
in the Church of St Sophia, Constantinople 
[sixth century), with their lace-like effect gained 
by undercutting the marble surface. 

The bracelet can be dated to the fourth 
century because of its production method: it was 
made by initially piercing holes into the sheet gold 
and then widening them with a triangular chisel 
to create different patterns, which is typical for 
earlier opis interrastle, 


Over бай pieces of gold jewellery in 
opus mterrasile have survived. They have been 
thoroughly catalogued by Aimilia Yeroulanou, 
Most of the 42 preserved opus interrasile bracelets 
(Yeroulanou 18097, cats [977 245) are closed 
bangles made from a fat or convex sheet of 
gold. Nine bracelets feature a decorated dise 
serving as clasp, while two bracelets are formed by 
interlocking clement, One piece stands out from 
the rest in that it consists of two panthers holding 
а plaque. Many bracelets are also adorned with 
pearls and precious stones such as emeralds and 
sapphires, While most openwork bracelets have 
been passed down as single pieces, eighteen form 
nine pairs, which suggests that bracelets were 
normally worn as pairs. 
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Pectoral cross 


Thirteenth-Ípurteenth century 
Gold, lapis lazuli, 4 ። 9.7 cm 
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The small cross is of the Resurrection type = with 
two horizontal bars = and hangs from a double 
suspension loop. Inset on the front, and projecting 
from it, is a cross of lapis lazuli held in place by a 
strip of gold. The weight and the thickness of the 
cross are due to the lapis lazuli, which is deeply set 
та protective case. 

The pectoral cross 18 reminiscent of portable 
reliquaries containing fragments of the True 
Cross, which were widespread during the Middle 
Byzantine period. The way in which the lapis 
lazuli is inlaid refers to the cruciform openings of 
reliquaries, through which the sacred relic they 
contained could be seen, 

Engraved on the reverse of the cross 15 an 
inscription underlining its protective power and 
mentioning its owner; «ОПАОМ ГЕМСНО KAI 
ФУЛАЗОСПАМРЕ MOY / ВАРА<РА>- 
ITOTIOYA(Q) СЕВАСТОГЕОРПО (О my Gross, 
become a weapon and guardian for Georgios 
Varangopoulos Sebastos). The title Sebastos, 
which derives from the Greck translation of the 
Roman imperial title Augustus, reappeared in 
Byzantium in the eleventh century, when, in the 
context of efforts to strengthen the position of the 
reigning dynasty, it began to be awarded mainly 
to kinsmen of the Komnenos family as well as to 
foreign princes, From the late twelfth century, | 
however, the title was demoted and began to be. 


granted to lower-ranking officials and to leaders of 


the ethnic groups settled in the Byzantine realm. 
The name Varangopoulos possibly declares the 
origin of the owner from the Varangians, the 
Scandinavian people who played an important 


role in the military and political history of 
Byzantium, primarily as mercenaries in the 
emperor's bodyguard. An Alexios Varangopoulos 
is recorded as lord of the island of Kos as early 

аз 1258, and another member of the family 

is mentioned in a document of 1400 as the 
proprietor of a bath-house opposite the 
Monastery of the Hodegon in Constantinople. 
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Gold ring with opus meranl decoration 

Rome, iran qno 

Cole, «шиг û cm 
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The ring comprises a broad hoop of gold. The 
central, main element is completely filled with 
opus interrasile (pierced work) decoration of fine, 
interrwining tendrils, perhaps of acanthus. 

These form swirls alternating left and right. 

Both borders of the hoop are formed of plain 
gold bands, edged with continuous small diagonal 
incisions. 

This technique is first mentioned in the later 
first century An by Ршту the Elder (Natural History, 
хп, 94), in the context of wreaths of sacred 
cinnamon set in pierced gold crowns, dedicated 
by the Emperor Vespasian (69-79). The earliest 
surviving examples of pierced-work jewellery date 
to the second century Ар and the technique 
became popular from the early third, especially 
for bracelets and pendants. In the following 
centuries the pierced decoration was increasingly: 
detailed, leaving less of the original gold visible 
(Biroli Stefanelli 1992, pp. 75-6). The most ornate 
Roman examples date to the fourth century, and. 
often incorporate medallions or coins of emperors | 
such as Constantine I (4067 37) and his family 
Белона dpt pM 















































416 


Annunciation, in пе йо, Depicted оп cach facet 
of the hoop is a saint in bust. 

The type of ring is characteristic of a wedding 
ring, which the Church Fathers permitted the 
Early Christians to wear, whereas generally they 
discouraged adornment with many and expensive 
pieces of jewellery (Clement of Alexandria, 
Patrologia Graeca, В, line 644). Represented on the 
bezel of many examples are the bride and groom 
being crowned by Christ or the Virgin. The facets 
of the hoop are decorated with scenes from the 
Life of Christ (see the Palermo ring found at 
Syracuse: Hadzidakis 1044, no.81, p.202; one ring 
in the British Museum, London: Dalton 1901, 
по. 120) and one other in the Dumbarton Oaks 
Collection, Washington DC: Ross 1965, no. 69, 
pp.58 9). The scene of the Annunciation on the 
bezel of the Benaki Muscum ring could also be 
correlated with marriage (a similar ring in the 
Walters Art Museum, Baltimore, has a 
representation of the Ascension on the bezel: 
sec Baltimore 1080, no. 427). The Virgin is 
shown standing and holding the spindle, with 
the basket of wool at her feet, while the Archangel 
stands beside her with outspread wings (the 
rendering ofthe scene is similar to the nng in the 
Dumbarton Oaks Collection: Ross 1905, no. 69, 
рр.58- ہو‎ режим). 

Ив impossible to identify the figures of saints 
on the facets of the hoop, as the ring is too small 
to portray the personal features of cach. 
Nevertheless, the type of nng and the iconography 
of the subject suggests а dating in the sixth or 
seventh century and its attribution = along with its 
counterparts - to Constantinople. This danng ts 
reached mainly from the Palermo ning, which was 
considered to have belonged to Emperor Constans 
تا‎ (641—668) and, indeed, to have been made 
especially for his marriage in the Byzanune 
capital, around 650. The iconographic details add 
credence to this hypothesis (see Koss 1005, p.59). 
AMILIA YEROULANOU 
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Finger ring with monogram and саріе device 
Sixth ar seventh century 

Gold, diameter 2.5 ст 

Denali Museum. Атав, im ni 18%) 
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The ring comprises a solid cylindrical hoop 

with circular bezel engraved with a representation 
of an eagle with uplifted wings. Above the bird's 
head, which is turned to the left, is the monogram 
IGANNOY (of loannis). The type of ring and the 
eagle device combined with monogram are 
particularly widespread (see Stathatos 1963, no. 
227, p.288, рі,хіту; Koss 1965, по.70, рр.бог-1). 
Fourth-century theologians discouraged 
adornment with jewellery, but allowed 
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Christians to wear а ring, which could be either 

a signet ring with the name of the Family head 

or the wedding ring. For the former the use of 
Christian symbols, such as the fish, anchor or 
birds, was recommended (Clement of Alexandria, 
Patrolagia Graeca, 8, line 633), Over шиг, the 
symbols were replaced by monograms, the carhest 
of which are im the form of a solid rectangle, with 
the letters combined around the initial, while from 
the reign of Justinian onwards, monogranis of 
crucifonn type prevail (Schlumberger 1884, 

pp. 951. 

The Benaki Museum rig can be considered 
to be à signet ring, even though the letters of the 
monogram are not m reverse, It is quite possible 
that it belonged to a consul, as this view has been 
expressed for all comparable rings wath 
representations of an eagle, which symbolises 
the power and authority associated with the title 
(«сс Ross 1965, p.60). The size of the ring and 
the combmanon of the eagle with the masculine 
monogram not only reinforce this hypothesis, 
but also corroborate the daung of the piece of 
jewellery to the late sixth or the early seventh 
century (Schlumberger 1884, pp.85- 7). 


AMILIA ТЕА 


149 
Finger ong with swivel bezel 

Sixth- seventh ء۴٣‎ 

1,014, diameter сл cm 

Бела Museum, Athena, маг ли ава 

Mo rece На гм epg; Cerumcl i47, үң. دن‎ om, Мост ሻጩ 
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The ring bezel is octagonal, with each of the eight 
sides slightly indented. On one face is an engraved 
representation of a standing archangel holding a 
cross-topped sceptre in the right hand and ап 
object resembling a sphere in the left; Represented 
on the other face is St Thekla in prayer, flanked 
by two animals, possibly lions, and two crosses in 
the field. On the thickness of the bezel are the 
ciphers XMI and РА, engraved and picked out 
with nicllo, which are legible when the face with 
the archangel device is visible. 

This ring has been studied by Manolis 
Chatzidakis (Hadzidakis 1944) and Cyril Mango 
(Georgoula 1999, no. 117, pp.316— 17): the best 
decipherment of the cipher ХМГ is: Xourróv Мара 
уеууй (Mary gives birth to Christ) or Хризтес, 
Мат. Гаво. (Christ, Michael, Gabriel). 

More difficult to interpret is the cipher РА, 
which 15 also found on а gold casket reliquary in 
the British Museum, London (Dalton 1911, p.544, 
fig. 332), on which is also represented a cross on 
stepped base, with these three letters as finials on 
the arms. Chatzidakis interprets the letters as a 
date, but Mango, following Grumcl (Grumel 1947, 
р.520) thinks the significance was to be apotropaic 
as the number corresponds to the numerical value 


ol the insertion: H (не аа eroi xxr алоотрофа 
лат Tov каже | Гис salvation angl aversion 
of all evils) whieh frames the cross, 

The figure of 8t Пе а and the с iphers 
suggest that the rng came from the eastern part 
ofthe empire, possibly Syria or Cilicia; The ring is 
dated to the sixth or seventh century as ihe 
stepped base of the cross with the letters first 
appears on coins of Tiberios П (478-82) and ከ 
formed on many coins from the seventy century, 
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Gold ап niello marriage-ring 


Later Mediterranean, ягх or seventh centry 
(881, melo, diameter of hoop 2.4 emi diameter of besel 1.8 
cm 


He Trenes 14 не аны Mosna, Landon, кє Ar dii 
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This gold finger-ring has an octagonal hoop and 
bezel. On the bezel are the standing figures of 
Christ and the Mother of God placing wedding 
crowns on the heads of a bridegroom and bride 
respectively, Beneath the figures is the Greek word 
for ‘Harmony’ (OMONOLA), Both the inscription 
and the figures are inlaid with niello - a silver 
sulphide compound commonly employed as a 
decorative inlay on rings of this type. 

The hoop is similarly inlaid with seven scenes 
from the Christological cycle, beginning from the 
nght-hand side of the bezel: the Annunciation to 
the Virgin, the Visitation, the Nativity, the 
Baptism, the Adoration of the Magi, the 
Crucifixion and, finally, the Angel at the 
Sepulchre. Most unusually the craftsman has put 
two of the scenes from the life of Christ in the 
wrong order: the Adoration of the Magi should of 
course precede the Baptism. 

The tradition of giving rings at the marriage 
ceremony was an ancient one: in the Roman 
period it was referred to аз the dextram iunctio (the 
joining of the nght hands). Marriage-rings were 
worn оп the annularis, the third finger of the lefi- 
hand, as it was believed that this contained a 
sinew which connected directly to the heart. 

The octagonal shape of the hoop and bezel 
was supposed to have had an amuletic function. 
The sixth-century physician Alexander of Tralles 


recommended rings of this type as a prophylactic 
for colic. 
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Gold ring with monogram 
Constantinople (7), thirteenth ከበርርክህ 


Gold, diameter а,б», cm; length of bese 
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A Late Byzantine date for this ring is 
ggested both by the shape ofthe hoop anel bezel 
sug 
as well as the 
Siathates Collection, Athens: (Cache de la 


style of monogram. A close parallel 
in the 
Ferté 1057A; Рр-401:1, fig, 40) was part of 8 group 
of jewellery, including two bracelets and eleven 
other rugs, 5 said to have been found near 

Thessaloniki with coms of Isaac 11 Angelos (1185- 

өз! and Alexios Ш Angelos (1195-1204). Rings of 
this form, dating to the last quarter of the 
fourteenth or first half of the fifteenth century, can 
also be seen in Western Europe, particularly on 
French papal rings (Dalton 19126, no.883). 

Dalton resolved the monogram as ‘Manuel’ 
(Dalton igor, no. rzt, p.27) and attributed the ring 
to Manuel 11 Palaiologos (1391—1425). Although 
there i$ no alpha or upsilon among its constituent 
letters (M, N.H. A), this suggestion is not entirely 
implausible given the abbreviated nature of Late 
Byzantine monograms. More recently a parallel 
has been drawn between this ring and an example 
in the Benaki Museum, Athens (cat. 152), which is 
similarly decorated with а cruciform monogram 
but also encircled by the inscription: TOY 
EYMOP@OTIOY AOY (of the Eumorphopouloi) 
(New York 2004, no.15, pp.45- 6). The 
Eurnorphopouloi were an aristocratie family from 
Mistra, the capital of the Morea in the 
Peloponnese, and it has been suggested that this 
пор belonged to the despot of Morea, Manuel 
Kantakouzenos (1349—80). Both interpretations 
should be treated with caution. Manuel was after 
all not that uncommon a name in this period and. 
the ring, if it had an imperial connection, lacks 
any reference to title or status, which would be 
expected, 


CHRIS ENTWHETLE 
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Finger nng 
Fourteenth century 
Пена) Museum, Athena; inv. ru. 


(ELECTED ЕРЕЕН! Athen 
14235 (А. Drandakit 7 


This inscribed signet e ОН 


sea ера ና | қ тан 


centre is в Ши по 
outer circle i is s the inscription, цайг 


ring's use as à. seal А ҮЛ family Бу! he 
Eumorphopoulos is known from the arca of 








Mystras after 1453 (Меүбдл Еддлрахд 
Еукожколовеш, volti, р.970). 

This type of ring, with a flat circular bezel and 
wide shoulders, is typical of jewellery during the 
Palaiologan period. А ring in the Dumbarton 
Oaks Collection, Washington DC, is of the same 
shape and has a similar layout on the bezel, with 
a monogram in the middle, most probably of the 
Palaiologos family, and inscription in the outer 
circle (Ross 1965, по, 129, р, 00), The same features 
are encountered on the gold ring of Paxenos 
Apelates in the Cabinet des Médailles, Paris 
(Paris 1992, p.338, no.252) and of Constantine 
Palaiologos and Theodora in the Kanellopoulos 
Museum, Athens (Athens 2001, p.123, no. 48), 
while examples of the same type of ring also exist 
in humbler materials, such as silver and copper 
alloys (Thessaloniki 2002, p.442, no.580; Munich 
2004, p.332, nos 676, 678). 
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Fourth century 

height 4.2 cm 

хартай анч нг کے‎ а 


SELECTED X Segall нуу, no 137. pp rows. 81.35: Dallas ippo, 
пр.68-, pus Kor some a tee ነን 


Christian symbolism, drawn from the Gospel text 
‘Lam the vine’ (see Buckton 1983- 84, figs 3, 4) 
On the basis of the technique of the pierced-work 
decoration, the plaques are dated to the fourth | 
century. Consequently, taking into consideration 
the similarity in the treatment of the leaves, the 
carrings discussed here can be dated confidently 
to the same period. This view is reinforced by the 
presence of tiny ivy leaves, which are encountered 
on many examples, mainly from the fourth 
century onwards, Given that the decorative 
subjects of most earrings in later times had 
Christian symbolism (see Yeroulanou 1999, 

nos 475 629, рр.во-8), it is reasonable to 
assume an analogous content for the vine leaves 
on the Benaki Museum earrings. 
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Earrings 

Апопос, Egypt, fifth century 

Gold with sapphires and pearls, height 0) ста 
Benak ХМанчит, Acher, ዘና тик. гт. 

шин ار ید‎ Seal oh nz “5 ہیں اج‎ Gerda уу тели, 
Each earring comprises an arched wire for 
suspension, from which hang two snakes forming. 
a figure af eight. А pearl is strun ng on the upper 
circle, while a large کو یں تج‎ 
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Earrings 

Fifi sixth centuny 

Gold with sapphires, pearls ан шил, endi ባ 7 «m 

Benaia ጓ|ቓመዝከጠ جآ‎ in їнэ абата 

каин шишийн 

SELELTED шті Spall iil, mes عو‎ pru рй ү, عفر اتا‎ ኮ مج‎ 
болу ባም Буур, دا امہ‎ 10128 а 

Hangng from the hook of each earnne is 3 
tnangle of granulated wire, enclosing 4 mesh 
of shield-monfs (peii with one pearl. Attached 
to the sides of the triangle is wire strung with 
beads, while from is base hang pendants with 
circular mounts set wath glass paste, no longer 
preserved in most. String on the central тєм1 18 
a large sapphire, 

These earrings combine early [eatures such 
as the pendants with the characteristic mounts lor 
тілігі stones, with innovative decorative motifs, 
such as the mesh of peltar er the vare strung with 
stones surrounding the triangle. Specifically, the 
ይጠ, a commen subject in opus interrasde in the 
third century ap, lived በበ аз ап omament in later 

periods, executed in wire, as for example on à 
necklace from Cyprus (New York тауа. по, 285. 
p.310 or on a necklace pendant from Egypt. The 
decoration of the latter is enriched with stones 
amd pearls strung on metal rods, corresponding to 
those on the Benaki Museum carrings (Dennison 
10118, 80.81, ا‎ ххх. The very wide disseminauon 
of the pel moulin other artistic genres too is 
attested by из frequent use in architectural 
decorative patterns, such as on the silver mason 
of Theodosios in Madrid, or in the mosaics of the 
Rotunda at Thessaloniki (Grabar 196654, pls 83 
and 351). 

Eamngs, more than any other kind of 
jewellery, repeated сега established types, such 
as the rosette with pendent rods in the third and 
fourth centuries (see Thessaloniki 19974, nos 158, 
159, 163 - B) and the lunate carrings in the sixth 
and seventh centuries (see cats 157, 158). The 
Benaki Museum earrings are sophisticated artistic 
creations, the workmanship of which excellently 
combines opulence of materials with originality 
of composition. 

AIMILLA YEROULANOU 
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Gold сагпп with pearls and enamel 

Basten Mediterranean, tenth or eleventh century 

Gold, with pearls and enamel, 6.6 & 3:3 cm 

The Timea በ the Пития Museurn, Lieben, ኮጳ፤ nalga 

erotic mipana Найля ከ:|ኤርልፎ‹ጠጠፎኗ፪ 

This golden carring exemplifies the quality and 
expense of the highest-quality jewellery that was 
available to the Byzantine élite in the tenth to 
eleventh centuries. Из hollow teardrop shape 

is finely decorated with three pearls which are 
attached by narrow gold rods, and a cloisonne: 


CATALOGUE ENTRIES 145-159 


enamel This has a small 10:1 moni in blue, 
green and ved, against a white ground. The 
enamel is attached to the ۴۲ In a 411ከ1,; ан 
empty collet lor a secend enamel survives on the 
reverse of the earring. The pendant hangs trom 
a hinged со ear loop. The technique of the 
enamel suggests that the earring was probably 
made m the tenth or eleventh century. И probahh 
came irom Буташинт, lut эшти pieces of 
cold and enamel jewellery have been bound m 
Kirvan ዚዚ lor example Ress 2005, na 2017, 
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34 
Fairings 
залив 7 
(18011. hengi 11 em 
Баал Меаца, тік rola 
نوف‎ тағасы» Segal нөү, ан Шү. рр یو‎ BH aa нууц, р {їй 
© 7. айша нин |» нт, Вай ВИ. ሠባ ሻጥ. فو‎ dus. |ң, рер ڑود‎ А, nmm 
Үенэйшим минь ва 7, р ول‎ 
These lunate prerced-work carrings are decorated 
at the centre with a stippled band desenting a 
circle, which 15 divided honzontally into two 
semicircles, Represented in the upper semicircle 
are the confronted heads of two birds and part of 
iheir wings, while in the lower part is an inciscd 
design, analogous to that whicli is usual in 
depictions of amphorae and in jewellery, sucht as 
on the tiny amphora pendants on two necklaces 
from the second Cyprus treasure (Brown 1984, 
різ 12, 14,1%. However, here there is probably a 
representation of a nest from which the two birds 
project. This hypothesis is strengthened by the 
curved leaves of stippled band framing the circle 
and each enclosing one cinqueloil palmette of the 
type ако encountered frequently on jewellery of 
this period (Brown 1984, pls 12, 14, 15). The 
composition 15 defined by a plain band, soldered 
to the lower side of which, on the from and back, 
is incised cord. The edge 15 decorated with five 
globules, one of which 15 missing. 

Lunate earrings are usually decorated with 
the representation of two confronted birds, with 
a symbolic clement between them "Y eroulanou 
10049, nos 458 - 558, pp.281- 91). On the Benaki 
Museum pair there 15 the tendency towards a 
more naturalistic rendering of the scene. The nest 
amichi foliage recalls the corresponding scene on 
the two discs of the necklace in Mainz, on which 
birds nesting in trees are represented (Brown 1984, 
phn بل‎ 

The relation of the earings to jewellery from 
the Mytilene treasure, such as the belt end with a 
representation of heraldice peacocks, as well as the 
subtle way in which the different elements are 
rendered = а feature of later examples = led to the 
fairly confident conclusion that the Benaki 
Museum earrings date from the second quarter of 
the seventh century, 


АШНЫ ТЕЕ АЯҒЫ: 
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Varres 


ШКЕТ ТШ 
(581 dicm 


* seventh or ٣11۰٤ የክቨቨነ 


үн» oed ዘ] Аланис Коне гүнийн Mime: Aero: ዞነ. سی‎ 11938 ад 
9× ዘ፪[ ክ118ዘ፤ мод Үүлний ни 8194, іні Ss, ኮ и, || በባ 
The flat surface of these шаг canines is divided 
из three zones. The two mner ones are CONV erer] by 
highly stylised sinc-branches, the grapes of which 
өне rendered by punctured dots. The other zone 
has punctured and perlorated zig-zag patterns, 
On the outer border nine globules stand out, 
The stylisation of the grapes, the preference 
lor punctures instead of granules and che 
restriction of the perforation to only 3 small part 
of the surface fits with а date around 700, 


TONS TANT ٠۳۳۴۰3۴ 
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Tapestry shawl with vase and vine with figures 
гүүн, fourth or fili centum 

Lien titi) ww, 33 ×۱۱ 

[кыйа ጓክመ<ቤክበ ጓሸዘዚ {тз тиз] 

ент Қызды 117. ሀ ||]. ТАТЕ РЕТТЕ‏ کی 

‘This tapestry shawl decoration has been woven 
іп the form of à vine sprouting from a vase. The 
tapestry is mainly dark blue, but a few details are 
из orange, red and green wool. The vase is a 
kantharos with а triangular stem, a gadrooned 
body in yellow, handles with a volute and a scroll 
moul around the neck base. The plant has two 
main branches opening ош into thinner branches 
and forming asymmetrical pattern. Four red and 
black grapes (one missing! hang from the stems, 
which form five compartments, four bearing an 
animal anel the central one a figure. Beside the 
main stem are two confronted goats with short 
horns. Two birds perch among branches. In the 
middle is a purple «тор walking to the left but with 
his head turned back. He has large eyes and curly 
hair. He carries a small sickle in his raised right 
hand. 

The vase containing а plarit 85 à common 
motif on Egyptian textiles of the Byzantine period. 
lt is often repeated in à symmetrical arrangement 
and on à small scale as decoration on tunics. On 
this fragment the presence of a sickle in the hand 
of the ወ indicates that the scene is also related 
to the vintage. The image and the cult of the 
vine hacl existed since Pharaonie times and the 
syncretism between Osiris, god of the dead 
and “master of wine! and Dionysos was well 
established in the Ptolemaic period, Nevertheless, 
سا‎ i ከመ ን textile come from the 
шинэ i € vine and erofes are often 

mosaics. Vintage scenes are 


sarcophagi. In the pagan 


world, the vine and wine symbolise the hope of a 


E 























| death, anc this symbolism was 


lopied [ነ the Christian world, 


example of such a drawing in the Isracl Museum 
of Art, Jerusalem, depicts a female musician with 
many similarities to the figurines, such as the | 
scalloped hair, the long curls, the almond-shaped 
eves, the body markings and the decoration on the 
hands and the feet; The most striking connection, 
however, is the use of two asymmetrical signs on 
the cheeks which appear consistently on the bone 
figurines, as well as on the drawing. 

The study of this enigmatic drawing has 
produced а number of explanations as to its 
purpose, whether as an illustration of a scientific 
manuscript, a personification of a calendar month 
(Hoffman 2000, рр.фо-4), or a loose design of a 
figure with tattoos (Rice 1958), whose use in the 
Near East dates from Antiquity and continued 
into the Islamic era with various meanings, 
including prophylactic or therapeutic reasons. 


MINA, MOAT OU 


рэсийн-Кийс inscription (probably repeating the 
combination of alif - lam, for the world of Allah) 
with vertical shafts terminating in triangles. The 

highly ornamented Kule inscription surrounding 


new Ме ийг 


ale iu 
۵ A Ea HP 


Ше top band, above and below in mirror image, 
is 11 asimilar style, И probably reads: "and goned 
fortune, and health, and entire victory. Other 
common designs are the double volutes motif 
and the rows of peared hexagons enclosing 
quadrupeds or birds іп а style reminiscent of the 
sumptuous silk fabrics. In the second band the 
medallions show a human figure and a bird with 
a ribbon floating from his neck in the Sasanian 
manner. The overall stylisation, and especially 
that of the human figure, is characteristic of 
Coptic fabrics from Upper Egypt. 

The area of the Fayum ts attested by early 
Muslim writers as specialising in the weaving of 
woollen fabrics, One of the main towns Ваһпаза 
(the Hellenistic Oxyrhynchos) was particularly 
famed for its curtains and wall-hangings as well 
аз for the numerous private and public йғас 163 
workshops, The evidence of literary sources is | 
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Fesist-dyed panel showing the Nativity 
ЕШ yatli cenar 


Pred linen, F * 05 5 «m 
пести, MAPIA 


iiia лай Анч Messiam, Їажийн 
iik. єй od Шайға ቨ Мэнгэ, مو‎ 
шарттар iesus Wollen НИЙ», p ዛሾ 9 


The Mother of God, veiled and haloed, reclines 
on à seemingly well-padded couch, On the left 
side of the textile is ап angel, hand extended in 
speech or greeting, and between the two 15 à cross 
or star. On the right side, in а damaged area, 
details of the ox and ass are just visible above 
a raised crib. 

This iconography fits with early Eastern 
traditions of the Nativity found in several Early 
Christian apocryphal texts, in which angels 







attended the birth rather than just appearing to confirmed by the survival of several inscribed Figurine 

shepherds in the fields. The Virgin's couch and pieces, some of them bilingual - Arabic and Fatimid, Egypt, tenth-twelfihi century 

pose is reminiscent of scenes of Roman matrons. Сорос, One of these , recently deciphered, Bone, carved хай Black organic "سو مس‎ 
The way in which the scene is shown, with its sper 5 that the town of Tutun (Tebtynis) housed ጨፎ шег: en а . 
rectangular picture plane and the use of a spiral peu rect o eie e - 4 





column at the far left to mark the edge of the 
scene, is similar to the portrayal of images of 
sarcophagi, that of Junius Bassus for example. 

The textile is Egyptian, found in Akhmim in | 
Upper Egypt. The image was produced by being 
block-printed with the resist (possibly wax) before | 
being dipped in an indigo dye. It is one of a series 
of textiles from Akhmim and Antinoe crudely 
printed, but vigorous and expressive. м ብይ 
LIE JAMES А . «ЭМЭЭР 

даа 5%. 
duh dn 


The figurine ie shaped out of инде piece of Үү? 
bone with the basic body features formed by 
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Fragment of a shawl "di 
1: А та f n он am 
Egyp, Fayum, ninth-tenth century c a сини пор ር” Nu ете ШЕ. 


Wool with tapestry марна 


Кена Мишзин, аах мам е F 
тал WrFERENCEX Айста бб 
гара Ари የ ne set pp =n ial 


inc t 


This large black fragment ofa чам 


to Fayum, ап important. | 
Christianity situated in Upper Egyp 
Islamic conquest: Coptic textile сора (did 


although it gradually T 
laste of the new. ruling Muslim 
спазени features’ of the 


figures (Cornu 1992, рр.186-09% Comu 
Martiniani-Reber 1998, рр. 138- 755) 
above the fringes consists of a t ty 
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Figurine 
1,881. Eis qu. mhi ۶۱٢٢۶۱۱۱ ١٣ 
Dee, агыс amd 11.88 үндйнэн, 88 ። ۷۹۷ 
Пена Мани, Анна түлэн егі 
Peres mi: eiiim Fas 
8817) pije 8በከከ8ክ1518. ап! дн 
This ዘኩ (шиге is shaped out of à single 
piece of bone with the facial features amd body 
details Тогинч! In imple geometrical саран 
and enhanced by black gans materil. The 
decoration is хээр go the Boon; the back در‎ 
уа Toles on the sides ob the figurine midicate 
missing elements sieh as two mevable arms 
sud earnings held ከነ the tuo holes at the cars, 
በ5 ir iher examples in museum collecmens 
(Argyl (ባባ፤, пох 114. 1). Ehe head was 
covered with a black onze Пи to mods ate 
hair er to Bold locks of real hair Pans 20004, 
өн», 207). 

ላ imber (4 these исх have been 
шисаг ид m Egypt amd are dated 111 
a brow! period according te other finde or 
architectural evidence (Scanlan ий, рр.» 17), 
A lerne with very similar featumes was 
exc oavated ab Fustat аш dated ie ihe niil centum 
(Scanlon and Kubiak (71. plate купи 2). The 
ከዘፀ(:80 (4 these objects has mor been thoroughly 
stucliecd and fe therefore uncertain, They share 
sore choracteriestics whieh lead to the belief that 
they were common everyday objects made wn 
large numbers: their [eguen occurrence, their 
simple carving with lile artiste salue, and ዘከር use 
of bonc, а cheaper and more accessible material 
than ivory. They have usually been asseciatecd 
with the Chronan population of Egypt, continumg 
a pre-Islamic tradition of statuettes which survive 
in a хагичу of materials; а number are associated 
with toys and Базе been unearthed rom 
children's tombs | Rutschowscaya 1910, р. бу, 
However, itis likely that certain types were also 
used in an Islamic contest as their decoration کا‎ 
often comparable io works of art associated 
particularly with the Faumid penod, when figural 
representation was profuse see cats 102, 164), 
ха МОА АТОО 
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Child's tunic with a hood 
Баур. seal eighth century 
Wool, бу x Ёл хай 

на Мезі, Milisia, ань іне tib 
8::1.8:፡8፪2፡ Bere Анал s ge, Perl жос 

Perfecily preserved, this warm and soft tune wits 
а kind of coat worn on top of a linen tunic, It тъ 
woven in one piece, the sleeves with the body of 
the tunic. The hood is woven separately and sewn 
to the neck opening. Alter weaving, the two side 
edges of the garment were sewn together but left 
open at the armpits. 


CATALOGUE ENTRIES 164 - 168 


Phe (ከ8841 ےتا‎ найс à high 
xt Lund 61 sue амин. Ива 1" Пей esample ul 
the way іт were normally venen dup the 
ہلا‎ үнэгэн! m Keyp. [፤ ኮ simply decorated 
маи long г/ші 481 (8 ዛ4ከ ባክ ርኣየ ula. Ehe 
ta pestis parie ie designed ii purple wool on 
leh crowned ыз wave crest borders amd ዘ row 
ol st а Е хаслаа! iridis аи лик, The Дина 
үх асгана wiha fringe and oo tidels with 
Аа Пе hon. Чеки still sewn 11۰1۱11۰1۳٣ 
vbild nies m Ten or m weed. 

ላ kept m the Lose; Paris (Ronen 
ана, mos 77, porn eso similar ዘ) | Benala 
[8ክ( that ዘ  ከዚከ|ነ likely Шил were кі 0 
из die same workshop 


A LU FAN 
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жиг child's sandals 

Vien ИШ зексінін certes 
Saamped leather, ፤2 118) 

ical деен мани, Anm, ዘ» үрж 01 ан‏ الا 

ከ43 тои rmn ahead jr Qh 114, нө мА. [8/አክባጩ 

ለነ dcn ip የሄ майл А, Diss 

‘The leather sandals are decorated with stamped 
concentne cum les and crosses; Che soles are well 
worn, indicating everyday use, im contrast Lû other 
examples made of vegetal lbres and with shoddier 
workmanship, perhaps made for ك8‎ 
purposes. Numerous items of footwear have been 
found in graves in Egypt, where the cry climate 
favoured the preservation of organic materials 
such as textiles, wood and leather, Several pairs 
of leather sandals of adults have been found in 
Antinoe and Ғаушт (London 1007, nas 327 - 9; 
Paris 20004, no, 120 [F Cabinent-Demerger]: 
Bowman 1080) р, 115, fig GA; Russo 2004, 

pp. 97, pls мехи. However, this type of 
sandal was not exclusive to Egypt (Dnel-Murray 
жын), Ай example of similar eralftsmanship, dated 
from the filth to the seventh centuries, has been 
unearthed during recent excavations in Үсті Capi 
(Istanbul 26007, рр.223, 270, fig. 12, по уи), 

The stumped motifs on the sandals seem to 
have been commonly used to decorate footwear 
(Dricl-Murray zom), Comparable moufs are 
repeated өп the sole of a bronze lamp which 
realistically reproduces а left sandalled foot, also in 
the Benaki Museum (Delivornas and Foropoulos 
1097, polly, fig. ges). In general, concentre circles 
were a popular and widespread motil on all 
manner ol works m Late Antiquity. They occur 
on jewellery, combs, bone carvings and metal 
vessels, and their popularity 15 perhaps linked with 
an apotropaic function (Urbana-Champaign (989), 
pp.5- 7). The decoration of lootwear with 
protective motifs was sometimes reinforced by 
inscriptions wishing the owner good health (Russo 
2004, рр.194- 7, PLX Istanbul 2007, p.277, 
no. ҮЧ}. 

ANAXTAMA DRANDARL 
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Combi wath persenu ations el Rome and 


башыр 


Менн аян eld thie эрийг የበ 
bon 1ا(‎ ۰۹۱ 


81): ралии بج فان‎ inno زط‎ pua 
Piip amata 1 ни. майы Piana መ завои зайг наг 

ЕМ йена 14 Шин in laa ከ 
shite abit 8 سر 5 و‎ Мин "Ай, гаг ፄ። pps My А қ mila 

or ii, ሀ|»፤ үй 21012 в ‹ክብሸ፪ pe фу 8. 896 1. ሼክ የሰብ н à‏ اوھ 
otio ad dh нуу |ቸ ፤ህ፤ 7, нэ HE a Debes ar ань]‏ مم 
ји 477, ПЫ» ар CETE ТҮТТҮ 1፡1 hupat a] D Va‏ 


(4፡9, ከ 
hh 

lui. pod а. 
ганг Хазай, ғы; 


This тєстанцайн ivory combi is decorated with 
Vowreliel amd engraved decoration on beth sides: 
11፡ ventral con ds bordered by sets of teeth, thick 
ابد‎ spaced at ene end amd fine and dense at the 
other, The persemfications of Rome and of 
Constintinople, seated under cibaria, occupy each 
side ol ihe eom; Rome is rendered as a helmeted 
Атаған Їнэ ир a spear and a globe, and 
Constantinople has 1 varreted crown on her head 
amd hokls а torch and aormucopia. Both thrones 
Пам à dall back, а сам он en the seat and a 
looistonl, 

Though made of ivory, the comb displays the 
typical features of wooden compact combs from 
Сорис Egypt ә Caillet 1985, زط‎ phig- 14 
and Wulff 1909, no. 288. 9.94, pls ix- x). The 
portrayal of the goddess Roma and the Tyche of 
Constantinople make the comb unique of its type. 
Although the iconographic features of the two 
deities derive from the lute fourth or carly fifth 
century, like the silver statueties of the Esquiline 
treasure (Rome 20004, no.114, ቦቦ›49፤ጓ), certain 
details point to à date in the later part of the sixth 
century: the ciboria are similar to those of a comb. 
in the Сорос Museum, Cairo, and а pyxis in the 
British Museum, London (Volbach 1976, nos 204 
and 167 respectively), Moreover, the technical and 
stylistic АЙХ with à lid of à bone pyxis found 
on the floor of a house at Alexandria, dated to the 
later sixth and the first half of tlie seventh century 
(Rodziewic 1/84, pp. 243-5, Пр. 169; Rodziewicz 
1998, p.143, Fig. 6), suggest that the comb is à 
product of the ivory and bone workshops of the 
city (Varalis 2002). This artefact of daily use, 
whose ornamentation is inspired by imperial 
insignia, may have had a special symbolism in its 
use as а mariage gift or a burial offering fora 
distinguished member of Alexandrian society. 


IOANNIS D, ХАМАЛИ 


Comb with marine 9 
Alexandria |?! ነከ сещиту 


Ivory, 14: = 8:3 cm 


አበር Аена, ies ከዜ ий‏ ا 
omn :‏ 
е urina ніні‏ ہو کر Senate oo HEFG, тиз НЫ. ct‏ € 


харин Wory comb is decorated in low- 
and engraved decoration on both sides. The 


ጩጨ. core is bordered by sets of teeth, thick and 
Paced atone end and fine and dense ar the other. 








une deities is represented on One other example with the same decoration 


anc ай adenical ከክ. is inthe State Hermitage 


placed symmetrically on cither side of a foliate 
cross. From the lower part hang successively an 
opemwork chain, a cross whose horizontal arms 
terminate in small hands holding candlesticks 
and the polycandela, The various sections are 
collections of the former Kaiser Friedrich held together by single or double dragon-headed 
Museum (new the Bode Museum; in Berlin, hooks, 
the Royal Ontario Museum, Toronto, and the The stylised zoomorphic patterns recall 
Louvre, Paris (ҮҮШІГ 1909, no. 134: Hayes 1084, those of а polycandelon in the Metsovo Museum, 
na. 195; Fork 1988, рр.107, 152-5. " 56, 67, Grecee, and à conser in the British Museum, 
129.26; Bénazeih 1992, nos Е 11709, Е 14210, E. London, both of which display affiliations with 
11698, pp.51— 3]. the animals of thirteenth-century Islamic art 

The abundance of comparable examples, ай Metsove 2000, pp.qo-4, no. 153; London 1004), 
of Egyptian provenance, documents that this type p.201, по, 2г7; Ballian 2004, p.124). Further 
of vessel was very popular in the period. They examples of chorot, intact or fragmentary, can be 
were most probably used for perfumes and belong found in churches іп Serbia; dated examples are 
to a long tradition of similar miniature vessels with по earlier than the second half of the fourteenth 
the same purpose. Ancient examples are known century (Todorovič 1978, pp.28—36). The Decan 
too, mace of silver as well as of humbler materials, choros (largely restored іп 0397), which is still in its | 
such as clay, while amphorae of glass and wood onginal location, has horizontal openwork strips 
are preserved from Roman and Late Roman with stylised fabulous beasts wedged with faliate 
times (Strong 1956, p.103; Von Bothmer 1984, ornament, as found in later, Ottoman- 
in the Benaki Museum, Athens (Delivorrias and по, 107; Rutsc сауа 1986, рр.з7- 39, nos 397 огпатетией examples on Mount Athos (Subotié 
Fotopaulos 1997, рр.18о-1, figs 307, 309) and a 43; Stern 1095, n nos x 65-8 Siem 2001, nos me гоз; 1998, pp.79, 238, pls 79, tor; Thessaloniki 19976, 
bronze tripod in the Louvre, Paris (Barane 1976). оп 2007, p.1 рр.з72- 4, no.9.67 |А. Ballian]). The summary 
Nereids and Tritons are popular in bone and ! detail and rough workmanship of the Munich 
ivory carvers’ workshops in Egypt during Greco- concentric choros shows it to be a standardised product, 


[| ТІП 111 d 5 
(ігі adi: on |." سا‎ a Паге Пани Nerd 
c 


(o мили акау [ከ88 4 bearded Triton carrying 
pes 
! ፀበ Ши rear, а yer [ዘዘዘ holds the 


А (мәт 


Museum, St Petersburg Paris 20004, 0057 
[O. V. Oshanina |, while similar vessels have been 


ІШІП , ን | 
r identified in the royal tombs of Nubia and the 


і "ከ iil al 
» 0 unir ei lib lap. Ehe made Nereids have only 


«above their heads The Tritons 


Nerd مال‎ spreads her arms in order 


уч AT] мах ዘኗ 


have atleti {гити chests and trifid fish tails, 


[he waves in the sea are undulating 
enit aver! lines; 

Nereis, the daughters of Nereus and Doris, 
are carried on the surface of the sea by sea- 
monsters and Trirons (Plato, Албан, tbe; Ovid, 
МЦуатигрїйча, 2, 11714 thcir role ах saviours 
of navigators and shipywreckers is well known 
Sophocles, Роси, 1470 Fly Euripides, Helen, 
ista Ву; see IcardeGianolio and Szabados 19921. 
Marine deities, represented im syncretstic and 
ionographically eclectic ways, агс widespread 
in metal objects of everyday life in aristocratic 
milieux, such as the silver Projecta Casket in the 
езі Museum, London (cat. 12), à silver plate 




























Roman times and Late Antiquity (Marangou | unlike those in the Serbian churches, at least. 
1976, pp.42—3, 81-2). The Benaki comb display two of which, the Decani and Markov, were 

the typical features of compact combi made oe commissioned by royal patronage. Ж 
wood and ivory (see cat.167 and Volbach 1076,5 Pap کر‎ r 


በ6. 884) and Из imagery finds айайзез within 


кекен вкш йо Nor Н M. 
1976, p.44 and nos 173-5, рр.въ, 118, рі. 
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"ELECTED: 


amphora is pente Wa | 
and the belly with са ine | 


412 


Polycandela embraced designs ranging from 
the archiecraral vo the gramere and generally 
held between three and mne Тата, Шеш 
larger specimens arc known. This example 
could have been employed euher as à single 
uni or alternatively suisqencded fom a multiple 
hanger such as the onc ui the Archaologische 
“алач in Munich, from which over 25 
polyeandela were hung (1,170. Muliple ዘ 
holders are attested in both secular and religions 
contexts, Arcull, а Bishop о Gaul on a visit te 
Jerusalem in Ото, described ihe lamps m the 
Church of the Ascension on the Mount of Oves 
аз follows: *to the customary lilt ob the стай 
lamps on the ийн of the feast of the Lord's 
Ascenson ዘ 8 usual to add immamerable other 
lamps; and under the termble and wondrous 


gleaming of these, pouring out сөркунзіһ 1ከክጄከ 


the glass shutters of the windows, all Mount (ኣፍ 


seems not alone to be illuminated, hot even to be 
оп fire’ iMeehan 1081. р. ቦባ). 


CM 11٤ 


172 
Church hell 


Seba, 3 Мин 1112 


Сам brona. height 72 cm, chameier 55cm 
Is የኮቱ fal 
+۷ وت۷‎ A Девет пин кй (ክ፡ a Peru ዜር Жай ым deseados] Хара 
Начин Шынылы ساء‎ әріге 14 በጭ Миа; aiia aaa LTEM ITI 
Urien yni и алаи а. 181,8:ሀዛዘዛኑ ugue тыз лт Ган байл, тк» نا‎ 
This iê а tall marrow bell with а broad mouth, On 
top there 15 ሰ cast shalt with six strong, Muted links 
61 square cross-section for ከኣ18፪ the bell onto a 
special wooden beam. The bell would have been 
hung with strong hemp ropes from a beam to 
support its substantial weight 

Мгу lised rope ornament стисил рез the bell in 
four rows. The upper part is decorated with an 
icon ol St Nicholas within a simple, double and 
stylised бити". The saint blesses with his nehi 
hand, holding the Gospel-book in his left hand 
The robe is schemaucally drawn wath folded 
спорно with two relief crosses over hus chest; 
under the sakkos а double eitraihelog can be seen. 

There are three inscnptions m Old Slavonic 
First row, from Ше tap; + XBAJIHTE ТЕГОВ К MBAN 
ДОБРОГЛАСЫНХ./ ХВАЛИТЕ IEITO ВК MBA] 
BCAKA ЩАНІА (Psalm CL, 5 
Second ዘ ቀ B САКО SMM ANTE ДА XBAJIHT ГА 
(Psalm CL, б) 
CHIE ЗВОНО СТАГО НІКОЛ НЖЕ BO сГо НА 
! B ЛЕТО ПМ. MLA АВГУСТА B 
Third rou: МНОГО ГР 71 

Church bells were not used in Early 
Byzantium. Instead, the summons to church was 
signalled by a wooden gong, the sanmo, and this 
15 5111] used in many Onihodox monasteries today, 
Aer iconoclasm and in response to Western 
craftsmanship and practice, bells were imported 
and used in Byzantium. Bell towers became a part 


CATALOGUE ENTRIES 172—175 


of church architecture, amd эн due coups the 
ги ol bells marked mor only the starting times 
ol the services and solemn momentis m ТОЧУ 
but also sepe to wm ol danger or ta ЕИ 
good news. Each нил! Їнэ ac leas one bell, 
while cathedral «ни аи imeinasteres lad 
whole sers of Dells cap te vwelve: that were 
indeed m 84 эсийн በዜ በዘር! Mier 1453 the 

Гит banned the име of bells amd ti Serbia sen 
few have surived many were melted down lor 
we as guis This bell most probably remained 
because ዘ was removed from the belfry before the 
seventecnth century and apparently buried for 
sale keeping. Br belongs now to the treasury of the 
Pec Posnarchate. 


И Хач мими үза 


ጫክ 
173 
Кодор bell 
ема, 2 Ананың ۵ 
Сам arare, Ч во a3 enm 
Tamad ንሽ 99 Beso ңа жик 4177 
кайлык The Play А ШШ ТТТ I Кенет aed Миа ведра 
ініне 18 је 8 7514 8 a miri i ПТ lij] ኮ 11 | мин 
пен автын. |! ሞክ ኒ..ዜ pong, is Tl ኮ dad қ гүнж 
This bell, elongated m shape, has а rectangular 
section depicting the Virgin Orans in low relief, 
lt в decorated with bands with the donor's 
изсприой: | “11፡68 Таса bee promi | ከበር 
ኣዮ prinowen]e mnogorrewage гара svojego rodp 
vy hia Осип mscaa avgusta v сіру mnago grliwnwy] 
гөр) (Holy Lady, Mother of God, accept this 
small offering from your sinful servant Rodop). 


In the year 6940, 2nd day of the month of August, 


The bell has a soprano ring. 

The inscription states the name af the donor, 
the nobleman Кодор and the date of casting: 2 
August 1432. Historical sources tell us that Rodop 
freed the despot Djurad] Branković || 127 56) 
from the prison at Constantinople, where he had 
been held captive after the Battle of Ankyra 
Blagojevaé 1997, p. 194). Rodop also donated а 
bell tà the Church of St Nicholas, Drenica. 

The Їн х decoration and uiiscnpton reveal 
the careful work that went into making the piece. 
The bell for the Church of St Nikola in Drenica 
is made in the same way, including the 
representauon of St Nicholas. Iris probable that 
Rodop ordered the representations of the patrons 
to whom he used to pray, such as St Nicholas (see 
са, 172. The impression that both this bell and 
the one from Drenica were produced in the same 
workshop and by the same master 15 based on 
their shape, the representations, the inscription 
and the support, We have no precise informauon 
on the workshop, but it is known that bell-making 
workshops existed on the Айпапс coast, and that 
travelling master-smcelters were active in Kosovo 
and Metohija. 

NATALA CEROVIC 
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Copper alloy plaque with ilu Hodegenia 
and sais 

уаш, bell 88 nde emi cias 

[ ANM лүү, i) це 10111 

Me Т тэнхэл die ome Abuse, [,8በህህክ pa НИЙ, beg, i 


егінге тер ва и и Ape Мне з iE ai 


e Ng sies і 
ivi rivi: Wie ғар. [ктт 27 


The Mother of God stands holding the Christ 
Child berween the Archangel Michael tà her right 
and St Theodore to her left on this сам Copper. 
alloy plaque. Michael and the Mother of God iis 
maimed in abbreviated inscriptians on either side 
ol their haloes; St Theodorc's name is written ош 
in Full. They are surrounded by a raised border 
WIL ا‎ sinus beal-seroll decoration, The Virgin is 
shown as the Нодешейла, pointing to her son as 
the гоше to salvation. In return, Christ raises his 
right hand in a gesture of blessing, and holds а 
scroll in hus left, The archangel and saint to either 
side both face forwards, representatives of the 
heavenly court that accompanies the holy couple, 
This is emphasised by their dress. Both wear court 
robes, notably the ehlamys, а cloak clasped over 
the night shoulder. On Michael's robe 15 8 
decorated rectangle, the бад нт, a further attribute 
of senior courtly rank. St Theodore's court dress 
can be contrasted with his appearance in many 
other images from this period, in which he is 
alten shown in military dress to reflect his role 

их а warriar saint (see, for example, cat. 170). 

This image reflects à different facer of his cult, 
promoting his aristocratic associations, his close 
relationship to God and his martyrdom, denoted 
by the martyr's cross he holds in his night hand. 
The style of the figures 18 closest to that on 
Byzantine ivories of the tenth to eleventh 
centuries. A small object such as this must have 
been for personal use. It has no holes or other 
means of attaching it to something larger, so it 
may well have been designed as a focus for 
prayers or to be donated as an ex-voto offering. 


AWTONY РАЗГМОМИ 
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Homilics on the Virgin Mary by 
James Kokkinobaphos, folio gp 
Constantinople, First half of ihe اس‎ century 
Магистри on parchment, 24 х 16.5 cm 
Baluni ruicsnabe Аг | rater, lans, Gr 1208 

ipn к ዛካ in | цана lier Hali нікі 1684: Misalim мотае, 

LOOPED геа аа. Ноте її, p T7 те: Omni Шит, "ета атыша 151 7) 4 


аланы ips Сога пана. Pp во Dari ний, nes si: Lafentainr« Тин 


Hey ba рука, ድ 
зан! Санаи Wows Farm нх ваа سی‎ RP اہر‎ де Ажийгтын 198. Мине 


The six homilies on the V irgin Mary contained 

in this manuscript were composed in the first half 
of the twelfth century and were based on the 
apocryphal Gospel of Fares and his Byzantine 
commentators. The author of the homilies, James, 


a of the monastery of Kokki nobaphos and 
а Kinsman of the imperial family, was also 


Абы» а 


да clesia tur مام‎ of illustrations; 
Mi ኾ 


y ким! 
ШЫ i циригган witness Ho Uwe гс ሂዞዘ[8 art aol 


hese Їнэ 


ከ Коопилий, "Ehe first илнаще їл the manuscript 
Ша 


фара |' (dept 1 
p St John Chrysostom and then kneeling 


hie wither Forst 0: at the 


lot c 
үс алган Orem (| Nyssa. Another example ol 
иг : Е 


ዘ хагас bes illustrated by a eyele of miniature 
p Е 


xA IS which is almost identical, apart from 


| : ۱ i 
үг superior 7 ни and presented in 


кіш і, 
a Format Мал! | 
can be found ina manuscript now in Vini: سا‎ 


is nearby twice the size of this one, 


Vaticanus graecus 1102), which may have been 
copied by Ше same sc пі». ጣፍ 

On the page opposite the beginning of the 
first homily, in both the Paris and the Vatican 
manuscripts, a full-page miniature painting depicts 
4 sumptuously dee erated Byzantine church, inside 
which the seene of the Ascension 18 portrayed: 
below Christ enthroned in his mandorla carried 
by four angels stand the Virgin Mary and the 
Apostles In the lower edge, separated from the 
central group by twin columns, stand Isaiah (on the 
left and David ion the right) unfurling before them 
a scroll bearing a verse from the Old Testament. 
То the question posed in the Book of Isaiah, "Who 
is this coming from Edom?’ (Isaiah ЖП, 1), the 
psalter replies: “God rises to the roaring of nations’ 
(Psalm XLVI, 6). In the upper part of the church, 
below the central cupola, the Apostles are shown in 
a semicircle around Peter and Paul on the day of 
Pentecost. The main subject of this collection of 
homilies is emphasised by the initial marking the 
beginning of the text on the opposite page: in the 
letter опистон of the word ouranon can be seen а 
portrait of the Virgin and Child surmounted by 
the insenipuion "The Mother of God’. 


CHRISTIAN FÜRSTEL 
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Perfume brazier in the form of a domed building 
Conmtantinople or Italy, end of the twelfth century | 
Silver, partially gilded, embossed and perforated, 16 ж 40 ст 
База di бал Marco, Venice, Temno, inve 19%) 
энн}, ኮ.!ጓ፤ А, Aap) 
This singular object in silver-gilt is regarded 
as one of the most exquisite objects in the 
Treasury of St Mark's, it shows both Byzantine 
and Western artistic influences, Scholars have | 
advanced a number of different hypotheses about 
its place of origin: Venice, South Italy and. 
Constantinople, г. 

The model church is built оп а square 
plan and has, around a central cupola, four 
domed apses, and four towers surmounted by 6 
а quadrangular cusp. И recalls the representation 
of the church in the Homilies of the monk James 
Kokkinobaphos (саг. 152], whieh is sometimes 
identified ах the Church of the Holy Apostles 
in Constantinople. 


Пие domes; the roots of thi quadrangular 
towers and the upper walls are all decorated 
with perlorated plant patterns. 1 ከየ embeossed 
decoration ean 18" seen on the lower wall, where, 
lese the (wo «пай doorways containing the 
haloed шиген of an armed man ۱۸۸۷۲۹۸ 
strength) and а woman [ҥн her righi 
hand ai her forehead (Phronesis, prudence), 
the following symbols are arranged (in 
anticlockwise order): a griffin, a lion, a cherub 
with his head in an upturned basket, а man and 
а woman, 8 centaur, 8 lion rampant, (wo griffins 
facing one another, another two lions, two sirens, 
а griffin and а lion. In medieval symbolism these 
images represent the vices that the two moral 
virtues, depicted on the doors, must vanquish 
in order that the "little church’, which represents 
heavenly Jerusalem, may be entered. There can 
be no doubt, therefore, about the devotional 
purpose of the abject even before it became a 
reliquary; a slight alteration, possibly carried out 
later in Venice, allows the removal of the central 
cupola so that a small rock-crystal bottle may 
be inserted; the bottle contains the blood that 
flowed from a crucifix shattered by a pagan 
іп Beirut in 320. 

MARIA DA VILLA URBANI 
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Psalter with the veneration of an icon of the 
Virgin Mary Hodegetria 


Constantinople and Cyprus, around 100 
Tempera and gold on parchment, Latin and Greek bilingual 


ኮስ: and other teas of varons dates, وہ‎ x 24 cm 


Sausiliche Манга чи Berlin, Каасчан шашағы, үй А ау (orden 115! 

የክ) ነዝ:8.45028 armen کر‎ 1890 нү, Ше lank Taedorsges ص‎ Carla, Мит Luis 
Limitnin i nd Детивайгт, የ88 ава! Атаның الورہ)!‎ - Ti тїнї а ፀሆመዝ 
تم‎ ther 1 

mun merece DBuchtal ңін, pp 15770. گنس‎ p. ra сэлтийг fire 
үрэшийнэй 88 ч Ай imm, кн, ነፋ. ре ДИЙ و‎ )۴۷ Р río == Work 
тоц, OTD, کن‎ ГА. ا۷۷۷۷‎ Салт!) Perie hewa 8. үүр, bim 48. ai 


This miniature 18 the most informative 


representation showing the Byzantine cult of the 
‘Virgin Hodegetria in action. It realistically records 


how an icon believed to have been painted by the 
Evangelist St Luke and blessed by Mary was 
displayed for veneration, with its red veil (peplas) 
rolled up and tied back to reveal the holy image. 
The large icon of the Virgin Mary Hodegetria 


pointing to the Child between the busts of two 


angels is fixed with diagonal struts to а heavy 
stand on a stone floor. Below the icon is а smaller 
copy of the image, which was detachable for 
kissing. The icon is protected by a canopy 
(сахаглшт) on columns, and has a figure of Christ 
at Ше apex, perhaps a symbolic reference to his 
acceptance of prayers. A lamp hangs on cach side 
of the icon, and it is protected by а metal grille. 
Outside the grille in the foreground in front of it 
are мо praying figures, а bearded man on the left 
in a red tunic with a disunctive sash at his waist 
(meaning uncertain), and a veiled woman on the 
nght. Behind them and rhe grille are two youths 


Ah 


and а child on the lef, and three on the пин, 
probably women: all are dressed in red. It is not 
clear whether this is just one family, or 3 husband 
anc wife in front ol 8 choir or group of guardians 
of the miraculous icon, The confratermity which 
guarded the icon of the Hodegon monastery at 
Constantinople dressed in red. 

The most likely conclusion is that this 15 a 
visualisation of the Constantinopolitan setting of 
the cult inside the Hodegon monastery (but not 
the Tuesday procession outside), Buchthal, who 
studied the manusenpt carefully at first hand 
(Вт), had mo доц that the sis full-page 
Miniatures m û separate quire at the beginning 
were nat part of the orignal manuscript but were 
made in Constantinople, quite probably at the 
Hodegon monastery, and later inserted into the 
book. His argument is persuasive, but has been 
challenged (Athens 2000; New York 2004), 
although without new codicological evidence, 
They argue that the Psalter text of the rest of the 
book was made for use at Famagusta, and 
conclude that the miniature represents а 
Hodegetna cult in that city, 


ROAN CONMACK 
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Tray with representation of the Apostles Peter 
and Paul flanking a cross 

Carthage, around 400 

Clay, 37.0 = 30.8 cm: width of frame 4-4 em 
m" کو ئل‎ гачиг, зға, TUA کہ‎ ттн, пй үт итис Аст سو‎ 
Gath ОА پل‎ py موس‎ i ыса іт PE 85. 
бз. Ба e የመጨ анд Sen ни. pp rog -355. و ھا‎ 

This rectangular tray belongs to the category of 
Late Roman terra ngibrit (п Ше clare С, ARSIV, 
Form Hayes 55) and was made using а pair of 
moulds, The honzontal frame has an edge of 
semicircular cross-section and the base, of almost 
triangular cross-section, is г сіп high. The tan clay 
is fine-grained with very few inclusions and the 
«lip is of the same colour. The tray bears traces of 
lead nails and a hole from an ancient repair. In 
the course of mending this object, it was noted 
that some sherds in the collection belong to the 
as belonging to it come from a different tray, 

The main representation, executed in low 
relief, is framed by a double incised line. Incised at 
the centre is а Latin cross with the letter Кво" on 
the arm. Left of the cross is an enthroned male 
figure in the type of the seated philosopher, with — 
the right hand raised in a gesture of blessing, while 
the left one, covered by the himation, holds a 
closed scroll. The large, lively eyes, the thick beard 
and the bald forehead permit identification of the 
figure as the Apostle Paul. Right of the cross 15. 
Peter (Benaki Museum fragment, iny.nos 12425, 
12434]. 


CATALOGUE ENTRIES 170-178 453 





The frame ኮ decorated by scenes in smaller 
scale, from the story of Jonah, while on the two 
vertical sides of the tray [5 3 fish motif in larger 
scale and more realisucally rendered. 

Represented on this tray are important 
Christian scenes. The two leading Apostles on 
ether side 61 the Cross expresses the union of the 
heavenly and the carthly Church, while the 
allegorical story of Jonah symbolises the Fall ot 
Man and Salvation, Christ is svinbolwed by the 
ا‎ 1086٦ 2, fish, being ап acrostic for ' የዛ 
Christ Son of God the Saviour’, 

Trays of this type were made in the area of 
Carthage from 360 to 440, but lew «илесе and so 
perhaps they were rare. Their shape, which copies 
that of silver trays, their relief decoration ancl its 
symbolic character suggest that these were mot 
simply unilitanan objects but used m church 
worship. 


ЗАТАРГТА РТИ ПИ 08 
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Gili-copper plaque with St Theodore 

Byzantium Constantinople msdeclevemh የሸክክዘነ 

Call copped, ا32٠۱‎ 2 em 
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St Theodore was one of the most popular warnor‏ 
sainia in Byzantium. On this cast copper plaque‏ 
he appears in miliary dress; holding а spear and‏ 
shield, his sword hanging from a strap across his‏ 
back. The armour of his cuirass has been carefully‏ 
carved, and he wears a sash around his chest and‏ 
а cloak to denote his officer status. His saunthood‏ 
is ancicated both by his halo and by the small dais‏ 
on which he stands. The small scale of this plaque‏ 
sugpests that it was а personal object, Although‏ 
relatively few such objects are known, it is likely‏ 
that they were made in large numbers. Other‏ 
comparable examples are known wath images‏ 

of other saints, such as 3 plaque showing 

St George in the Kanellopoulos Museum, 

Athens (Brussels 1982, no. Вг.28), 

The broken projection at the base of the 
plaque may have allowed и to be set up on а 
чанд or carried in procession. И was probably 
either offered to a church as an ex-voto on behalf 
of its owner, who was presumably particularly 
devoted to this saint, ог carried around to invoke 
the saint's protection for the wearer at all times, 
Compansons with other small-scale carvings 
suggest that this example was probably made 
in the eleventh century. 
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Textile hanging with St Makarios and 

woman m prayer 

1 ات‎ Terman li iu (ШІ! (45111113) 
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The two selvedges and the warp fringe on the 
bottom side are preserved, indicating that the 
present dimensions are orginal, This piece 
belongs to a group of looped hangings but it is 
ihe only piece preserved in ite onginal dimensions 
and is much smaller than the other known pieces 
which generally have three or four registers 

The looped decoratum almost completely fills 
the weaving: beneath an aedicule are two figures, 
an ከበ“ ቦነ and plant motifs. 

The two standing figures are viewed front 
on but with feet seen from the side. The ligure 
on the right, а woman, appears slightly 

deceptively) shorter. Their hands are raised in 
prayer аз orants). The facial details of the man 
are graphically depicted. His head sits on a thick 
neck which is the width of his shoulders. The 
ligure wears а red tunica with long sleeves and long 
green ал. A blue mantle with H-shaped 
decorations covers his left shoulder and falls on 
the front and back of the man's body. The weaver 
probably intended the mantle to follow the 
Classical Roman manner. The woman's facial 
details are similar to those of the тап, She too 
wears а tunica but slightly longer, with richer є 
ша green and yellow chequered pattem. A 
дей) purple veil covers her head, loops over her 
chest, and falls behind her to her feet. The bottom 
of the purple mantle has two rosettes. The red 
zuzag lines next to the head and [cet represent 
the fringes of the veil. 

According to Anna Apostolaki (1953), the 
Coptic inscription can be read as an invocation to 
SS. Kyriakos and Makanos. However, the reading 
of Masimilien Durant seems preferable, as the 
figures are à man and а woman and not two men: 
*Hethyme (the daughter of) Kyriakos (and) 

Apa Makare’. 

This hanging follows a long Egyptian 
tradition: the funerary stelae from Kom Abou 
Billou dating from the Roman period contain 
exactly the same depiction of 3 deceased person in 
а praying position under ап aedicula (Hooper 1961). 
Here the pagan symbols of those зи ас have been 
replaced by а Christian invocation. This 
arrangement i5 also common on Christian 
funcrary stelae (Paris 20004, nos 101, 102, 
год, O57. 
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Reliquary sarcophiagus 
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This reliquary sarcophagus consists of a rough in 
light marble, lightly veined in red, with a sliding 
lich, It was designed to contain a silver reliquary 
box of welded sheet silver nv. no. an 7965), also 
will a Па ከ41, whieh is too fragile to be exhibited. 

The sarcophagus differs from the usual 
pattern only im its much smaller size; its function 
was to hold not a body, but a relic. [n order that 
the silver reliquary could be placed inside it, it has 
a sliding lid = ап unusual feature = instead of the 
more normal pitched ld with acroteria on top or 
а Пах ከ4 that can be fitted оп top. 

The sarcophagus can be connected with 
four other examples: one in the National 
Museum, Varna (пм. ти, 522; Buschhausen (971, 
pp.291- 2, по С 26); one that was discovered 
beneath the altar in the small church dedicated 
to SS. Nazarius and Celsus in Garbagnate 
‘Buschhausen 1971, p.285, пос 15); one from 
Ain-Berich in Algeria (Buschhausen 1971, pp. 318— 
1, пос 72); and one from the sanctuary in the 
basilica in Odes Tritis Septembriou, Thessaloniki 
(Makropoulou 1983, pp.25- 46, pls б and 7). 
Thus, although they are unusual, sarcophagi 
with sliding lids have been found over a wide 
geographical arca. 

The sarcophagus and reliquary are decorated 
with great restraint: large crosses are somewhat 
clumsily carved on the trough and lid of the 
sarcophagus. Another cross is embossed on the lid 
of the reliquary, which also bears an engraved 
inscription in irregular Greek capital letters, 
‘AIWANA [for AEIVANA] ATION ATIOCTOAQN 
KAI MAPTYPON', (the remains of the holy 
apostles and martyrs). 
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Reliquary crucifix 


Constantinople, 8851 Бай of the tenth century, 
Monastery of Sa Michael, Damokrancia (new Güzelce) 
Partially gilded silver crucifix holder, 

354 a 71 
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This reliquary crucifix used to contain a bronze 
crucifix whose arms terminated in two small silver 
balls. The bronze cross may be older; it fits into 
Ше reliquary crucifix with some difficulty, 
Although the reliquary crucifix is beautifully 
executed in its own right, its primary interest lies 
in the inscription on both the back and the front, 
which has been the subject of numerous studies. 
The text has been transcribed in two ways, 








ТҮМ изга», reads: “This priceless labour, 
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reading is by Bouvier: “Ош of devotion to the 
divine Michael, chief of the celestial armies, who 
appeared at Chonae wearing the features of a 
young man, this excellent piece born of holy 
ardour, Leon had it made, first magistrate of 

the Macedonians, patrician anc domestikos of the 
Western Empire, also known as the Damocramite.’ 

The question of Leo's identity and the exact 
period at which he lived 15 therefore still open to 
question despite the studies made of the crucifix. 
The donor mentioned at the beginning of the 
inscription is difficult to identify. His first name, 
Leo, is known, as is his military position as 
commander, domestikes ton scholon, of the Western 
Empire, which undoubtedly explains his devotion 
to the Archangel Michael. 

According to Bouras, Leo might be Leo 
Phokas, who was appointed Domestikos of the 
Occident after 959, and remained іп post until 
964, the date at which he became а kouropalates. 
Cheynet also suggests convincingly that he 
could be Leo Tornikios, who rose up against 
the Emperor Constantine EX Monomachos 
(1042-55). This Leo may have commissioned 
the crucifix before 1046, the year in which he 
was posted to the Iberian peninsula. 
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Epistyle from the Church of the Koimesis 

at Skripou 

Made on site, at Skripou, 873/74 

Marble, 18.5 x 133 « 43.5 СІП 

The Hellenic Minsery od Culture, гүн [ኮክና «4 Путин: Aah ille, 
ہس شس‎ 1 тағыла, Crema, нына 
عج تحت‎ ٣ 
This sculpture is one of the first sanctuary screens” 
(templon) made after the end of iconoclasm تا‎ | 
843, and it belongs to the surviving large church 
at Skripou founded by an imperial official, the 
protospatharios Leo in 873/74. The exterior and 
interior of the church are profusely decorated 
with ornamental string-courses, cornices and 
other features, and with inscriptions recording 
the foundation and the dedication to the Virgin, 
St Peter and St Paul, From the sixth century л 
onwards Byzantine churches were equipped with 
à higher sanctuary barrier than before, known 43 
a templon. Skripou has a central templon in front 
of the sanctuary and additional ones for cach of 
the two side chapels. All three had collapsed by 


3 


alter St Michael, patron of the armies, 


the late mneteenth century, but most of 
the broken pieces have been found and 
stored today, 

This epistyle (now broken into two) was 
onginally fixed at the opening to the north 
chapel, dedicated to the Apostle Paul (Megaw 
1960), И was secured at each end in the walls and 
supported hy two colonnettes on cach side of the 
central opening into the chapel. At the centre of 
the front face are three decorated crosses, between 
a sequence of lyre-shaped acanthus with small 
crosses, The decoration is identical to that on the 
cornices of the church, indicating clearly that the 
templon was an organic part of the monument. 
The back of the epistyle facing the altar has a 
simple spiralling stem. The underside is decorated 
at the centre by a cross, surrounded by vine stems 
and two peacocks. Two plain surfaces indicate the 
position of the colonnettes. The rest of the beam 
has interlinked roundels enclosing animals with 
anthropomorphic heads, alternating with ibexes. 
This decoration is designed to be seen the correct 
way up by the priest inside the sanctuary. 

The relief style of the sculpture matches an 
epistyle found in the Church of St Gregory in 
Thebes, no doubt by the same workshop, 
probably based at Thebes. The relief sculpture 
has much in common with the slightly later 
Church of Constantine Lips at Constantinople, 
indicating the wide dissemination of such carving 
around the empire. 
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Closure panel with two peacocks 

Thebes, twelfth century 

Marble, 57 х бо я û3 cm 
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This almost intact panel of white marble has 
suffered some minor losses in the lower part. 
Represented in profile are a symmetrical pair of 
preening peacocks with fanned tails, on cither side 
of a plant sprouting from a tubular vessel 
decorated with astragal (bead-and-reel) pattern. 
Dominating the centre is a flower, in which nestles 
a bird = possibly a partridge — turning its head to 
the left. Two symmetrically developed and 
opposed rinceaux terminating in half-leaves, a 
common motif in Middle Byzantine sculpture 
(Sklavou-Mavroeidi 1999, nos 239, 244. 245), 
sprout from the central stem and fill the 
background. In contrast to the schematic 
rendering of the plant, Ше peacocks are portrayed 
with à certain realism, The upper parts of their 
bodiesare executed with circles with a central 
hole, the lower parts with parallel or vertical, decp 
incisions, and the tails with a combination of 
circles and incisions. 


4f 


The theme of animals - real or imaginary - 
or birds flanking а plant that symbolises the Tree 
of Life is encountered frequently in Byzantine 
sculpture (Sklavou-Mavrocidi 1999, nos 151, 156, 
157). However, the rare detail of the Ішіс bird іп 
the foliage endows this particular composition 
with а lively originality. 

The distinctive carving technique is 
characteristic of works of the twelfth and 
thirteenth centuries (Sklavou-Mavrocidi 1999, 
поя 250, 251, 252, 254, 25%, 256, 257), and the 
decorative subject of spiralling stems are clements 
that support a twellth-century date. 

This pancl was found near the modern 
Church of St John Kaloktenes (c.1900) (Orlandos 
1939 40. p.138: he was bishop of Thebes in the 
late twelfth century (Delvenakiotou 1970; Savvidis 
2000, p.581). The size of the panel indicates that 
и was part of a Іше templon screen in a small 
Byzantine church, whose identity eludes us. 
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Double-sided closure panel 

Thebes, ninth century 

Marble, 88 3 = i05 A я 10:5 cm 
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This closure panel reuses an ancient plaque, 

on the upper surface of which can be seen the 
beginning of an ancient inscription, possibly of 
an Бопопйс decree: АРЕТНС ENEKEN КА! 
KAAOKATAOLAC OE[OIC]... On both faces the 
subject is developed within a rectangular frame of 
rinceaux with ivy leaves. Represented оп one face 
are three trees: the central tree, with foliage of ivy 
leaves and trefoils, grows from a conical base 
where two birds sip water. The space between the 
birds and the tree is filled with two rosettes. The 
smaller trees have leaves and fruit; in each of the 
two lower corners isa bird. At the centre of the 
flanking а lyre-shaped tree. In the field їз a 
marble-carving workshop that flourished in the 
second half of the ninth century іп Thebes, at the 


This workshop is documented by the architectural ? 


sculptures of two important ecclesiastical | 5 


monuments in Boeotia: the ruined Church of 
St Gregory at Thebes (871-73) and the Church 

of the Koimesis at Skripou (873.74; cat. 183; 
sculptures found elsewhere, such as Euboea, 
Athens, Corinth and Volos, are also attributed to 
J (Gruber کی‎ pp: чу افو پا عضاوت‎ 
рр.220 33). Similarities in technique, subjects قد‎ | 
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style leave no doubt that this panel should be 
ascribed to this workshop, even though there is 
no indication 01 its provenance. 

The scenes in low relief are distinguished by 
symmetry, schematisation and а two-dimensional 


concept of composition, There 15 an obvious 


attempt to ከ1 the entire surface with motifs. 
Characteristic о the decorative subjects (Pree of 
Life, peacocks! is their eschatological symbolism, 
as they are linked with eternal life and paradise 
(Underwood 1950. pp. 88, ባባ гол: Bouras 19828; 
Maguire 1987, p.30). 
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Double-sided closure panel 

Thebes (^, 177۹ 

Marble, جو‎ = 73H колуп 
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This closure рапс! from а templon screen is 
decorated оп both faces. On one face, within а 
rectangular frame, are two peacocks facing each 
other pecking the branch of a wee standing 
between them. In the lower part is а third 
peacock, biting a snake. A smaller bird fills the 
space between them. The panel is surrounded by 
a double frame of degenerated astragal pattern 
with lozenges and a spiralling stem that forms 
circles in which are mscnbed rosettes. The central 
subject on the other face 18 a Greek cross with 
flaring ends to the arms. From each arm sprout 
stems that join together and split into smaller 
ones, terminating in trefoil or ivy-leaf-shaped 
bucls, forming a mesh around the cross. The 
composition 18 framed by a zone of linked palm- 
tree motifs. 

The thematic repertoire 15 inspired primarily 
by Early Byzantine models, such as the two 
confronted peacocks flanking a tree and the 
cross, Here the compositions are enriched by 
a multitude of details, in an endeavour to cover 
every part of the available space. The birds and 
plants in low relief are transformed into flat and 
conventional decorative motifs. A disposition for 
the ornamental is apparent im the treatment of the 
peacocks’ plumage, which is indicated by incised 
lines and circles, as well as in the diverse rosettes, 

According to the donor inscnpuon, the 
Church of 5t Gregory was founded by the 
imperial Kandidatos Basileis in 872 (Sotiriou 1924; 
Koilakou 1998; Koilakou 2008). The sculpted 
decoration of this church, like that of Skripou, 
was probably the work of a workshop based at 
Thebes (Grabar 1963, рр.05-а, pl xrin.1—4; 
Papalexandrou 1998, pp.220—33). The 
craftsmanship and the shape of the peacocks’ 
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bodies on this panel are similar to minth-century 
sculptures from Constantinople, while the 
composition, with a central panel enclosing 
several birds and surrounded by a double frame, 
recalls Byzantine ory caskets (Grabar 1404, 
pp:95 = 7. pl.xuw. 1). 
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Silver chalice 

Syna, Early Byzantine, axth century 

Silver with mello anc шїї, 18 ж 20.0 ж t6 cm 
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This elegant silver chalice, used to hold the wine 
of the Euchanst, served as part of a liturgical set 
for an Early Byzantine church. The technique and 
form - partially gilded silver hammered into a 
broad cup attached with a knob to a flared foot - 
i$ very close to sixth-century chalices found in 
Syria. Indeed, the chalice is said to have been 
found іп Syria (it passed through collections in 
Lebanon and Switzerland; Fuad Alouf Bey, the 
Lebanese collector who once owned it, indicated 
(Dodd 1973, p.25) that the Boston chalice was 
found with a silver paten with stamps from the 
reign of Anastasios (Ар 4098 - 518), but this 
information has never been confirmed (Baltimore 
1986, p.246). 

Each side of this cup ts decorated with a large 
engraved and gilded Christogram (a combination 
of chi and rho, the first two letters of the name of 
Christ in Greek); the letters alpha and omega (the 
first and last in the Greek alphabet) that hang 
Гот the chi refer to Christ as the beginning and 
the end of all things (Book of Revelation I, 8). 
Around the rim of the cup is а Greek inscription 
inlaid with niello (a dark metallic substance): 
‘Having vowed, Sara offered [this cup] to the 
First Martyr [Stephen]. 

The Boston chalice, together with many 
similarly styled Early Byzantine liturgical objects 
found in north-western Syria, attest to the 
considerable prosperity of the so-called ‘dead 
cities’, an area characterised by fertile plains, 
agricultural bounty and at least 700 documented 
settlements to date. The stability of Byzantine rule 
from the fourth to the seventh centuries in this 
region allowed the pious and prosperous to 
finance the construction of many churches, 
monasteries and to donate expensive liturgical 
objects. The dedication on the Boston chalice, in 
fact, follows the form of inscriptions found on 
stone door lintels with the names of donors and 
Christograms in the ‘dead cities’, In this case, a 
woman named Sara undoubtedly gave the 
valuable chalice to her local church in thanks for 
her answered prayers, | 
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Reliquary of the True Cross 


Southern Baby (5, late ігі ШІН century or c 1366 

Silver gilt, ebore opaque enamels on à silver шїї support, 
мани, glass paste, 24 & (62 ። | ዓ cm 
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This large reliquary cross has two horizontal arms 


supplemented by a Шиг, shorter and oblique one 
! 


evoking the sutpedaneum (foot support of Christ on 
the Cross), at the bottom. The crass may have 
been originally encased within a precious jewelled 
box, The wooden core is sheathed with a silver- 
gilt sheet embellished with enamel plaques at the 
intersection of the upper arms. The naked figure 


of Christ on the Cross in a loincloth is on one side, 


topped by an ornamental quatrefoil, while the 
empty crucilorm cavity for relics, on the other 
side, is crowned by a medallion with a bust-length 
figure of Christ making the gesture of blessing, 
The arms have five rectangular tips, only three 
of which are original and bear an enamelled 
pattern of stepped crosses. The field is further 
enriched with oval and rectangular cabochons 
of glass paste bordered with twisted wire and 

a series of small loops that may have supported 

a string of pearls. 

The enamelled Crucifixion reproduces tenth- 

or eleventh-century models, such as the one 
found on the reliquary box from the Cathedral 
of Monopoli, which also has a border of stepped 
crosses in enamel (New York 1997, no.110, 

pp. 162—3). However, the elongated proportions | 


of the body of Christ, the exclusive use of opaque | 


enamels and the gold scroll embedded in the 


enamelled background all point to a later date im | 


the late twelfth or early thirteenth century. The 
cellwork and figure drawing of the enamels and 
the physical appearance of the gilded surface, in 
their turn, bear similarities with South Italian 
works of this period, such as the Gospel-book 
cover of the Archbishop Alfano in Capua 
(Ravenna 1990, no.77, pp.194—5). The recurrence 
of the third short arm on a reliquary cross from | 
Alba Fucenze in the Abruzzo region, now in the | 
Palazzo Venezia, Rome (Frolow 1965, Вдъвъ, 
р-150), favours an attribution to а South Italian 
workshop (Paris 1992, no. 255, pp. 340 1). 
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Processional cross 


Constantinople, first half of eleventh century 


Сам copper alloy, ham icd 
ቸፍ nmered, engraved and punched, 
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The በ" ab ዘ of this proce ааа в cress end in 
jebs flanked by undecorated circular serifs at 
ہیں‎ The six holes on the underside of the 
و‎ ні arms were for pendants (pentelia), 
Qu the front is the crucified Christ, wearing 
, loincloth. Inscribed within circles on the 
оло arms are the Virgin and St John the 
Theologian, | both turned towards Christ. The 
Crucifixion scene is completed by the biblical 
хіх: IAOY О Y(DO(C) СОУ (Behold your Son) and 
۵۱۱ МН(ТНУР СОУ (Behold your Mother) (John 
XIX, 26-7). On Ше upper roundel is St George. 
On the back is the standing figure of the 
Virgin Mary Огап», ዘ BAAXEPNHTHCAN (The 
Blachernitissa). She is framed on the roundels, Бу 
four healing saints: Kosmas to the left, Damianos 
to the right, Hermolaos above and Panteleimon 
below (now lost but identified by the surviving 
inscription). 
The cross has three dedications: beneath 
Golgotha: K(YPDE ВОНӨН TACO AOY[A]O 
IL ANNH) (Lord, help your servant John). 
It is punched and the script is similar to the 
inscriptions identifying the saints, John 
presumably commissioned the cross (Brussels 
1982, no. Br. 16). There are two later inscriptions 
on both faces of the upper arm of the cross, 
mentioning two more donors: Leo Boreas (on 
the front) and George Syros (on the back). The 
recording of successive donors on processional 
crosses 15 not uncommon, as these objects were in 
use for a long period (Cotsonis 1994, рр.29-32).. 
Parallels for the writing on the cross exist in 
manuscripts and inscriptions dating from the 
second half of the tenth to the middle of the 
dleventh century (Spatharakis 1981, I, figs 58, 64, 
бо, 88, 91; Mundell Mango 1994, p.223). The - 
iconography recalls the decoration of tenth- and 
cleventh-century reliquary crosses (Pitarakis 2006, 
pp.68 fL). A contemporary processional bronze 
cross, now in Princeton, is the closest parallel in 
technique and script (Princeton 1986, no.68), | 
The representation of the Virgin. 
Blachernitissa, in the honoured central рс 
the cross, indicates. the major: n 
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The cross is decorated on the front and the back. 
‘The inscriptions are peppered with spelling 
mistakes, which might indicate that it was 
manufactured outside Constantinople, The cross 
was restored before 1975. ‘The front shows the 
Deposition from the Cross, with Christ (HC XC ste) 
supported by Joseph and Nicodemus, HOCH and 
МНКОАНМОС. Both Joseph and Nicodemus wear 
long robes elaborated with engraved lines, a 
decorative effect which stands in stark contrast to 
the simplicity of Christ's loincloth. The Archangel 
Michael appears in the lower part. His imperial 
garb seems to have been misunderstood; the loros 
characteristically worn by emperors is represented 
by a zigzag border. Below him the Archangel 
Raphael (PA®AHA), whose wings are treated in 
а decorative manner, wears а deacon's long 
embroidered tunic (the dalmatic). 

The lower arm of the cross shows the 
Visitation (О АСПАСМОС), with Mary (MP @Y) 
and Elizabeth embracing one another. It is odd 
that the letters of the name Elizabeth are written 
backwards, ЕАНСАВЕТ. The left arm of the cross 
shows an abbreviated Nativity (НГЕМНСНС). 
Mary (MP ƏY) and the Child lie in the same 
position and their identically shaped bodies bear 
a strange similanty to one another. The angel 
on the right is named ANKEAOC (sic). The 
appearance to the three Marys (Е [d] 
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Processional cross 
Commantinople ог north-western Anatolia, late eleventh 
or carly лг century 
Silver, ulver gilt, nielli, iron core and bronze shall, 73 « ባባ ст 
Aser Ме (һақ, እከፎና ኤጩ dı እክጠጦ سو‎ поса 
ኛ8!የዝዝኳዲና:፳. ከባ 185 hare ቅ መተው I با ملف‎ የስ 1ሴቄ Їнэн аг 
(ሕጊ [የህ ጨ гр April ,الو‎ Юм 07 
эү جو‎ Ne Neira ат ارا‎ ааа 
This processional cross is of Latin shape with 
flaring arms ending with a pair of spherical 
melon-shaped serifs. One side is worked in 
repoussé and highlighted with gilding, and the 
other is melloed and gilded, The repoussé side 
bears five figural medallions forming a Deisis and 
a rinccau pattern emanating from the central 
medallion, Christ is at the top, the Virgin flanked 
by two archangels in the centre апа John Ше 
Baptist at the bottom. The decoration of the other 
side is intended to emphasise the relationship 
between Incarnation and Salvation. The 
Crucifixion at the top dominates the central 
composition formed by the Virgin Hodegetria, 
flanked by the scenes of the Annunciation and the 
Presentation of the Virgin in the Temple on the | 
side arms. The scene of the Virgin fed by an angel 
at the bottom of the Cross creates a short cycle - 
from the Childhood of the Virgin, unusual. 
subjects for metalwork (Lafontaine-Dosogne (992. 
рр.136- 67). Below is the figure of the kneeling 
donor with his dedicatory inscription in Grecki | 
‘Deisis [or Supplication] of the monk Kosmas’, 
The layout of the cross, its iconography and | 
decorative 5 a link it анлап groupe of 
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The Cross of Adrianople 


Late tenth century 
Silver sheets with engraving. partial сїї ни and пас и» 
decommion, nieted around an won ore, 58x 31x 04 cm 
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The cross of Adrianople (Edirne) is one of the best 
preserved of luxury processional crosses to have 
survived from the Middle Byzantine period. И i 
іп Ше shape of à Lann cross, with small disces on 
the атт ends of the arms. From the bottom 
projects а metal sheet, used both for affiximg the 
Cross 18 û stable socket and for carving 1 
procession (Cotsonis 1994, pp.8— 97). In the centre 
at the front is a circular reeeptacle for an обест 
now lost, possibly a relic, now replaced by a 
representation of the Resurrection dang from 
alter 1453. The central medalhon 15 surrounded 
by four busts, at the ends of the cross ams. At the 
top ts the Pantokrator and at the bottom 15 the 
Theotokos in prayer. On the horizontal arms are 
the Archangels Michael and Gabnel. Busts of 
saunts decorate the small discs on the finials of the 
arms, the top left one of which has been lost and 
replaced by a rosene. Represented on the vertical 
arm are hierarchs: at the top nghi St John 
Chrysostom and below ጫጫ. Basil and Nicholas. 
No انا‎ St Gregory the Theologian was 
onginally represented on the lost disc, completing 
the sequence of the most important Fathers of the 
Church, The small discs on the horizontal arm 
are occupied by the healing sants Kosmas and 
Damianos [to the [ርበ and the soldier saints 
Sisinnios and Prokopios (to the right. On the back 
, in the honoured central position, 18 St John the 
Bapust, flanked by SS. Constantine and Helen, 
and by 55, George and Theodore. 

The cross has two donor imsenpuons. On 
the front: «K(YPDE ВОНЕН TON AGAON СОУ 
CICINION AMHN | Lord. Help thy servant Sisimos, 
Amen). On the back: +УПЕР АФЕСЕОС 
AM(AIPTION TOY АОУАОУ TOY 07 CICINIOY 
КЕ ФАМОУ ПРЕСВУТЕРОУ AMIHN) For the 
remission of sins of the servant of Cod በ በበር 
and John the Elder, Amen). 

Мо likely the central medallion on the front 
onginally contained wood from the True Cross, 
as with other processional crosses of the period 
\Cotsonis 1994, рр.28- 0; Sandin 1995, pp.63- 0) 
The relic would have reinforced the protective 
potency of the cross and this is why the place of 
honour at the centre was nor occupied by Christ 
or the Theotokos. The placing of St John the 
Baptist ar the centre on the back suggests thar 
the cross was a donation to a church dedicated 
го him (Bouras 1979, p.25. 
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Gold cross with melloed insenption 
Ensem Mediterranean, ста! century |?) 


(4081. пие По, heil сим Ішіне мүн ۱ [кизү *.3 cn; май 
1 em weight 42.1 ፪ 


Tie Tiers ed በህ План Мижэлэ, [ጠበ የ፻ AF AM. 

келет حلاص‎ Шагж кнлаа АЖ, ጅ 47, ply 

Gold cross with suspension loop, faceted arms 
and a central collet which would have orginally 
contained a gem or glass paste, At the ends of the 
lateral arm and at the bottom of the vertical arm 


are three loops From which would have been 





suspended further gems (or perhaps the levers 
alpha and omega). On each arm of the cross is a 
niclloed Greek inscnpuon: EM / Oli AE / MH ГЕ! 
NOL TQ topi; KAYXAC (leti; @AIEIMH (при |: 
EN/|TO/CT/ AY PO TOY / КУ НМ ЫМ ПУ XY 
bottom) (Epor de ዘካ ۳۲۲۷۲۲۵ xuyo кї gr кү ro 
талцан той Корифи шеу [үйө] Житте Мау 
God forbid that 1 should glory, save m the cross 
of our Lord Jesus Christi. 

The text а partial quotation from Galatians 
vi, 14, the missing second half of which continues: 
‘by whom the world 1s crucified unto me, and 1 
unto the world’, Although the form of the cross 
can be compared with numerous Late Antique 
examples, the niclloed inseription is unparalleled. 
Cold crosses of this period often depict the 
erucified Christ flanked by busts of the Virgin, St 
John and the four Evangelists (Ross 2005, по. 15, 
рр.2г 2, рі.ххш), The subsutution of the figure of 
Chnst for an inscription, and the emphasis placed 
by that іпъстурпоп on the redemptive powers of 
the Cross, suggests that it may belong to the 
period of iconoclasm, when the Cross was one 
of the few images sanctioned by iconoclasts. 
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Peetoral reliquary cross 

Eleventh century 

Silver sheet, melû, 7.1 x 3.5 cm 

стил Museum, Adhere, nw. mna андах, 319i, 981091 

ваза 7ت‎ 8፻፻አ8፤፡፡85- Шепа gras dus Ha, рр 260-0 A Л гагн ныг, Pow ۷8 
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peal (ላ. Саена а, Liban эхнэр, nn 869, pora (A Drandakiy 

This silver pectoral reliquary cross, decorated with 
niello inlay, comprises two outer crosses, hinged 
together at the top and bottom by pins, containing 
an interior cross, with an opening intended to 
hold holy relies. 

On the obverse is the Crucified Christ, 
wearing a long, sleeveless colobion, decorated 
with nwo vertical cast. On the upper part of the 
cross is the abbreviated inscription IC XC, and on 
either side are the symbols of the sun and moon. 
On the reverse is the figure of the Virgin Orans 
standing on a pedestal, Напкей by angels holding 
staffs. The hand of God appears above her. The 
combination of the Crucified Christ with the 


Virgin Orans emplieises the idea of the 
Ineamation of Christ through the Ми gin for the 
salvation of Inunankind (Cotsonis 1994, pp.42-— 8) 
The soteniological message of the iconography | 
suits well, and at the same time reinforces, the 
protective powers of the relies kept within the 
(10፡55. 

This cross belongs to à group of pectoral 
reliquaries that were particularly popular in the 
yours after iconoclasm, From the ninth to the 


iwellih century, The most precious examples were 


made of gold, such as the famis Pliska reliquary 
cross (cat. 53), or silver, as is the case with the 
Benaki Museum example, Nevertheless, the 
impressive number of surviving similar reliquaries, 
produced in cheaper copper alloys and found 
throughout the Byzantine realm, indicates that 
amuletic jewellery of this type was fashionable 

m all regions and among all social strata of 
Byzantium (Pitarakis 2006, passin), 

The iconography of Mary on this reliquary is 
the same as the apse decoration of the Church of 
the Virgin Chalkeon at Thessaloniki, dated to 
028. Apparently, this iconographic type, known 
earlier, such as the ninth-century apse decoration 
of the Virgin of the Pharos at Constantinople 
(Mango 1958, p.182) or the contemporary 
miniature inserted in Ms Garrett 6 (New York 
1907, рр.90 1, no.43 |К. Corrigan), became 
increasingly popular during the eleventh century. 
The Emperor Constantine IX Monomachos 
(1042-55) issued coins with this image of the 
Virgin bearing the epithet Blachernitissa, thus 
relating it to the miraculous icon of the Blachernai 
Palace (Grierson 1973, pp. 736, 745-7). The 
iconography of the Benaki Museum reliquary 
cross and the execution of its niello decoration 
suggest an eleventh-century date, 
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Pectoral reliquary cross 
Constantinople or Anatolia, eleventh century 


Copper alloy, 7.3 « 4.9 ст 


Benal እ]. ለብ Me ከ9 ч лза 
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This copper-alloy pectoral reliquary cross is an 
engraved version of cat. 197. The Christ on the 
Cross, dressed in a colobion on the front side, 

depicted alone, while the victorious formula‏ کا 
KHCOY)C X(PICTO)C NHKA (Jesus Christ‏ 
conquers) replaces the customary Gospel‏ 
quotation. The reverse bears the image of the‏ 
full-length standing figure of the Mother of God‏ 
framed by three star motifs. The Virgin has both‏ 
hands raised in prayer,‏ 
invoking her as Theota‏ 
between the side arms, In‏ 
герепогу of engraved сор‏ 
Virgin is glorified through‏ 


while an inscription 
НӨЕОТОКЕ) is divided 
the iconographic 
per-alloy crosses, the 
the use of multiple 
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The category اہ‎ engraved соррег-а юу 
рес рога crosses, combining the Crucifixion, on 


one siile, with the Virgin Orans, on the other, 


appears to have gradually supplanted the crosses 


with moulded relict decoration in the course of the 
етін century. However, a distinctive type with 


[ decoration combining the naked figure of 


clev 
relie 
Christ on the Gross in à loincloth on one side, 
with the Hodegetria on the other, becomes 
popular during the twelfth century in Russia 
and the Balkans (Pitarakis 1996, рр. во, 237-41). 
The quality of drawing and workmanship of 
this example allows its attribution to an expert 
craftsman from a workshop probably located 

in Constantinople. 
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Pectoral reliquary cross 

Constantinople or Anatolia, eleventh century 

Copper alloy, لا‎ × 4.5 cm 

አወ ትና Мынд ڈسیا جا‎ банн айна سیر سوک‎ ОЧ 
Р Mellon, May дй 

жастан ክ፪ዘኽጸደጻ«:ይይ” Athena 35300, کم‎ 29. р. gor; Рлагайін 2006, vn. 96, تو‎ 
Fa fiis пар BA 

This copper-alloy pectoral reliquary cross belongs 
کا‎ the same category as the two previous ones. 
The standing Virgin Orans on one side, topped 
by an inscription identifying her as Panagia 
(ПАМАГІА) is flanked by two bust-length figures 
identified as Peter (ПЕТРОС) and John ПОАМНС). 
The other side is dominated by the standing figure 
of St Stephen (O АПОС CTE®ANOC), also praying 
and flanked by two stylised censers crowned with 
small crosses that emphasise his protective power, 
St Stephen has a high-ranking place in the 
repertory of saints found on bronze crosses. He 

is preceded by 85, George, John, Peter and the 
Archangel Michael (Pitarakis 2006, p.97 and 
Table 2, p.108). Even his name, meaning 

‘crown’ and so referring to victory, enhances the 
apotropaic message of the Cross and the idea 

of victory against evil forces. 

The ornamental patterns used on the 
costumes and attributes display a taste for 
triangular patterns which may have been inspired 
by the form of the capital ‘alpha’ found in the 
inscriptions. "The distinctive pattern of a circle 
inscribed within a crosspiece and the stylised 
footwear of St Stephen recur on several совы 
of this category ало are used in representations 
of Christ, the Virgin and various saints 
(Pitarakis 2006, nos 335, 374» 407, 409, 464, 448, 





482), The differences in quality of workmanship 
of these popular objects reflects the taste and 
different social levels of patronage in Byzantium. 
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Pectoral reliquary cross 

Constantinople or Anatolia, late tenth or eleventh ¢ entry 
Copper alley, 4.4 ። 4.5 cm 

Ветий) Mairia, Athena, imo Vigo - qi 
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This copper-alloy pectoral reliquary cross has 
flaring arms and consists of two hollow sides 
forming a box-like interior for encasing relics. 
The upper hinge, in а fragmentary state, served 
for attaching a suspension loop (now lost), The 
relief decoration on both sides is obtained by 
casting in а mould, while the inscriptions, facial 
features and costumes are highlighted with deep 
engravings. The layout of the cross 15 intended 

to emphasise the themes of Incarnation and 
Salvation. The Christ crucified, dressed in a 
colobion on the front side, is flanked by the 
standing figures of the Mother of God and John 
the Evangelist, who are shown gesturing in his 
direction, The customary scriptural verses LAE 0 
YOC СОУ and IAOY Н МНТНР СОУ (Behold your 
son and Behold your mother [John XIX, 26—7]) 
are engraved below the outstretched arms of 
Christ, while the word ФООУС (Light), inserted 
between the sun and the moon above the fitulus, 
emphasises cosmic рагисрапоп in the event. The 
reverse bears the image of the full-length standing 
figure of the Mother of God in prayer. She is 
framed by the medallions of the four Evangelists, 
who are identified by the first letter of their name 
engraved outside the medallion, 

Recent archaeological records have shown 
that rather than being Early Christian souvenirs 
from the Holy Land, as had long been accepted, 
the hundreds of crosses of this type belong to a 
production of the late tenth or eleventh centuries 
that was massively distributed in Constantinople 
and Anatolia as a response to an intensihicanon 
of the cult of the True Cross and an increasing 
demand for different kinds of relics at all levels 
of society (Pitarakis 2006). Their iconography 15 
inspired from that of more precious models in 
gold, enamel and nicllocd silver. These crosses 


were probably acquired at pilgrimage shrines and 


monasteries that had become repositories for 
collections of relics. Examples whose contents 
survive contain bits of wood and bone fragments 
encased in balm, pebbles and earth. 
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Votive hand holding a cross 

Syria-Palesiine, sixthorighth century 

Bronze, 24 ። 10 cm; cross, 1 ж 10 cm 

(በጠ des Minen if antc [ሻክ de la Ville de Carme. imi በ да pm 
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The origins of the votive hand can Бе traced back 
to pagan Antiquity. For example, the Phrygian 
god Sabazies, son of Jupiter, was the object of 

a cult whose matenal mamfestation consisted 

of bronze hands, sometimes adorned with pine 
cones, lizards, snakes or phalluses. Large 
numbers of these hands have been found in 
different parts of the Roman Empire. Other 
hands are linked to the cult of Jupiter Dalichenus 
(Boucher 1974, p.142, nos 220-1, Painter 1977, 
pp. 16— 17), or to that of Jupiter Keraunios. 

These cult objects are undoubtedly the 
precursors of Christian votive objects (New 

York 1979, рр-184-5 and Francois 2004). 

Although a good number of examples of 
pagan votive hands have survived, only about a 
dozen Christian hands are known, and these are 
now spread berween various museums in Europe 
and the United States (Ross 1964). This example, 
with its tapering fingers and hollow palm, offers 
characteristics similar to those of another vouve 
hand, also in the Zakos Callection, among them 
its extremely slim appearance, acecntuated by the 
clonganon of the fingers and exaggerated hallow 
of the palm. The thumb is unusually thick and 
long by comparison with the other fingers. 

The hand, which is in good condition, was 
evidently meant to be firmly affixed, as а nail can 
be spotted in the centre of the support, which has 
a further three cavities for nails. It is identical to 
an example now in the museum of the КукКо 
monastery in Cyprus (Perdikis 1998, p. 17). 

Where their provenance is known, all 
surviving Christian votive hands seem to be 
Middle Eastern in origin, supporting an 
attribution to workshops in Syria-Palestine which 
ceased work after the rise of Islam. However, 
some researchers attribute them to the workshops 
of Constantinople (Paris 1992, p. 120, 10.67). 
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Pectoral cross with Four Evangelists 


Comtantinople FP), second half of the eleventh century 
tourmaline, pearb, q x کا‎ 1 cm 
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enamelled settings representing the four 
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Evangelists, St Matthew (top), St John the 
Theologian (bottom), St Luke (left) and St Mark 
‘поћи, Red enamel insenptions in Greek сап 
be seen at the edges of these medallions, The 
missing central medallion probably depicted 
Christ blessing. The majority of the surface is 
adorned with floral and geometncal patterns. 
The Byzantine craftsman combined the cloisonne 
and стр enamel techniques and used а 
mulucolour palette of black, white, red, green, 
yellow, dark- and lighi-bluc enamels. The rolled 
hligree wire is very fine and the miniature images 
are highly detailed. The Evangelists’ features, their 
hair, hands and garments, are varied and refined. 
The high quality of the enamelling 
makes it possible that this cross was made in 
Constantinople. Boyd mentioned that the cross 15 
comparable with some other objects executed in 
the second half of the eleventh century (New York 
1907, p. 172). The onginal destination of this piece 
is unknown, Undoubtedly the cruciform cavity on 
the reverse was intended to house a certain relic 
and the loops on the vertical arm were used for 
hanging it. According to Koncakov, the cross had 
been adapted to become part of a votive crown or 
some other piece of complex jewellery (Kondakoy 
1892, pp.170-— 1), but no precious objects of the 
Middle Byzantine period are known to contain 
similar details. 
ELENA PILNIK 
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Lapis-lazuli icon with Christ and the Virgin 
Constantinople, first half of rwelfth century 


Lapis encrusted with gold, silver git, filigree, copper 

(the modem ring), wax rean, precious stones, one pearl, 
height 8.3 em (10 with the ring); lapis 6.4 = 4-3 ст 
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This twin-sided cameo is carved from lapis lazuli. 
With the famous Christ in the Moscow Kremlin 
Museum (New York 1997, по. 120), this is one of 
the finest surviving Byzantine cameos in this 
precious stone, seldom used by the Byzantines 

for making cameos or intaglios, Onc side depicts 
Christ blessing and the other the Virgin praying. 
The letters of the inscription, the haloes, the 
crosses on the Virgin's robe, the adornments 

on the book held by Christ and the two stylised 
bushes are all encrusted with gold. This process, 
reminiscent of the silver damascerung process used 
on a group of brass doors in the eleventh century 
(cat. 265), is very rare on hard stone. The style of 
the relief carving fits a rwelfth-century date, and 
the stylised design of the bushes can be paralleled 
in the first half of the twelfth century, notably with 
the enamelled foliages of the True Cross of Mana 
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Comnenc in Eine-Audenarde (Brussels 1982, 0.21). 
The mount in silver gilt originally had 
alternating pearls, turquoises and projecting 
filigree rosettes and the vanished edge metal 
strips had rows of pearls. The mount is hollow and 
filled with а dense wax resin to provide а measure 
of solidity. The bezels holding the pearls and 
turquoises, like those holding the filigree rosettes, 
were simply fixed with wax to the resin support, 
the metal having been cut away to accommodate 
them. This technique appears on the famous 
Jaucourt True Cross reliquary in the Louvre (Paris 
1992, n0.249) and avoids the necessity for welding 
or soldenng. The filigree rosettes recall those that 
were widespread in Byzantine marble sculpture 
from the eleventh century on, and in jewellery. 
So itis very likely that the mount, which does not 
resemble any surviving Byzantine metalwork of 
a later period, dates [rom the same period as 
the cameo, an exceptional circumstance for a 
Byzantine cameo dating [rom before the 
thirteenth century. Originally furnished with a 
ring, whose guide lugs ӨШ survive, the icon must 
have been attached to a chain which would have 
allowed it to worn as an «очоп, or to be hung 
in a sanctuary or a princely chapel. 
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Reliquary «троп 

Mid- to late tenth century (7) 

Gold, silver ші and cloisonné enamel, 3.8 = 9.2 к о.б cm 
Virginia Museum of Fine Ана, Richmond “The Arthur and Margaret 

Гид, 06, үй‏ سیسات 

SELECTED REFERENCES: Richmond му тө 41; рр. 16- (wish earlier 
biblingraphys New York рау, ni 80%, کسر‎ 

This small quatrefoil reliquary consists of two 
enamelled plaques that form the exterior surfaces 
of a small container. Both sides are decorated with 
figures in cloisonné enamel. Inside the container is 
an attached small cross-shaped compartment for 
most likely a particle of the True Cross. Оп its 
obverse Christ (IC XC) stands in the centre in full 
height flanked by the busts of the Apostles Paul on 
the left and Peter on the nght. Peter holds the 
cross staff and Paul a book. On the reverse in а 
similar composition the Virgin Mary stands in the 
centre in an orant position flanked by the busts of 
the Evangelists Luke and John. These two figures 
were probably chosen to flank her, since both had 
a direct relationship with her: Luke supposedly 
painted a portrait of the Virgin and John is the 
Apostle chosen by Christ while on the Cross, when 
he said *this is your son’ to her and ‘this is your 
mother’ to John, to take care of her after his death 
on the Cross. It is believed that she lived with him 
in Ephesus until her death. This all relates very 
neatly to the fact that this reliquary most likely 
contained a fragment of the Cross. Christ on the 
obverse with the two main Apostles represents the 
foundation of the Church through Peter and his 


teachings through Раш, All figures are identified 
by partial inscriptions placed awkwardly in red 
inferior lettering on the gold ground around them 
(a number of them have lost the enamel), Overall 
the craftsmanship of the enamel work is of low 
quality, although the use of colour in the garments 
belies this fact; Christ and the Virgin are clad in 
dark purple, the Apostles in hues of light- and 
dark-blue vertical alternating segments, 
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Camco with Christ Pantokrator 

Constantinople, early thirteenth century (cameo); Serbia, 

Ped or Prizren, early seventeenth + century (setting) 

Jasper green, cutting, silver, hammering gilding: enamel (blue 


and green), carnelian, mother-of-pearl, glass paste, cameo 
length 4 cm; width 4.5 cm; setting length 7.2 cm; width 6 om 


TACTO سی‎ ብ کیہ‎ Ааа وہ موی ھی‎ оса 
ہم‎ 1и; Ненада зов, но 3 1 = 
The bust of Christ is executed on an ellipsoid 
olive-green piece of stone with red traces, in 
high relief, with powerful and exact cuts, The 
inscription (IC XC) is incised by plain strokes and 
Christ has a cruciform nimbus. His expression is 
peaceful, his hair long and parted. His garment 
(himation) covers the bust and its folds appear 
very soft. The night arm is raised іп a sign of 
blessing. He holds a Gospel-book in his left hand; 
its covers are decorated with incised, simple 
small circles placed crosswise. This exquisite 
cameo forms а pair with the green jasper cameo 
depicting the Mother of God Orans, which is kept 
in the Serbian monastery of Hilandar on Mount 
Athos. The identical material and manner of 
execution of both cameos and a story about the 
Mother of God Orans having been taken to 
Hilandar by St Sava, the first Serbian archbishop, 
makes it likely that the cameo with Christ 
discussed here has a similar history. 

The fitting follows the shape of the cameo; 
it 15 ellipsoid and has cruciform bezels for | 
cabochons of various colours. The front side М” 
of the fitting is decorated with styliscd chickpea 
shoots whose leaves are executed in green and 
blue enamel, On the back, along the rim, runs 
the same ornamental decoration, and in the oval 
gilded medallion is the bust of the Mother of God 
(Theotokos-Oranta) in shallow relief with the 
initials (MP OY; IC XC). It should be noted that 
here the Mother of God has a long band over 
her arms representing her protecting veil. 
pei uta s 
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Pendant with Christ Pantokrator 
(በ4. 
nople /7 seventh or wwelfth century in a sixteenth- 
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Represented in relief at the centre ои 

octagonal rock-crystal medallion is Christ 
Pantokrator, in bust. The inscription IC XC O 
ПАМТОКРАТОР 5 Christ, who has a cross 
nimbus and holds a closed book in his left hand 
and blesses with his right. The elegant proportions 
and face of Christ link the medallion with à series 
of hard-stone cameos with busts of holy figures, in 
ihe Dumbarton Oaks Collection, Washington DC 
(Ross 1562, no. 120}, Paris (Paris 1992, nos 186, 191, 
201, 202), State Historical Museum, Moscow, and 
the State Hermitage Museum, 5t Petersburg 

(Bank 1985, p.298, no 155, 156), which date fram 
the tenth to the twelfth centuries. It is а powerful 
image despite the low relief and the abstract effect 
о the transparent material. 

Rock crystal, a stone accredited with magical- 
curative properties in the Byzantine world (Psellus, 
Philosophica, p. 118), was used widely in Islam and 
the West, mainly in larger objects of sacred or 
secular character, such as reliquaries and lamps 
(Hahnloser and Brugger-Koch 1985; Shalem 
1994). Although the surviving Byzantine artefacts 
in ‘cold stone’, as it was named characteristically 
in Byzantium, dated after the sixth century are 
very few (Mundell Mango 2003, pp. 368 9, 372), 
the texts confirm their existence during the 
Middle and Late Byzantine periods too. Two 
epigrams by Manuel Philes (thirteenth century] 
refer to госк-стума icons of Christ (Philes, | 
Carmina, :ا‎ pp. 65—5, IT: p.38), as well as one other 
enkalbion with the image of Christ, in the same 
material, which is dated to the eleventh century, 
showing the wide popularity of this type of image 
(London 19874, no.32). | 

Originally the medallion was intended to | 
adorn a larger object, such as the cover of a holy 
book or a reliquary, or the frame of an icon, аз 
is indicated by the cylindrical protuberance on its 
back. The precious material, the quality of the 
crafismanship and, very possibly, its value as an 
heirloom led а sixteenth-century owner to ፒፒ | 
incorporate it into a pectoral ornament by setting 
it in the intricate mount of gold, precious stones 
and pearls that it has today. ۱ 
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New Testament, folio 1 
Mid-twelfih century, Constantinople | 
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(2477 2228, Acts (2327-2877, Catholic Epistles (2875: r- 3127), 
Pauline Epistles (3137-4245, the Niceno-Constantinopolitan 
Creed (4257), with lists of Gospel pericopes for immovable and 
movable feasts of the year ر]‎ 167), lists of Epistle pericopes 
for the movable and immovable feasts of the year (узи agor 
Hinding: the silver cover, produced in Nuremberg and inscribed 
with the name of the book's eighteenth-century owner, 
Hieronymus Wilhelm Ebner von Eschenbach, bears a tenth- 


century Byzantine ivory plaque with the Enthroned Christ 
Pantokrator 


841188 Library, Clxfordi, Алі, T. inf. L (8 (Маг. ізі; ВАС. 58ክቨ 
рвоменавате تو‎ [ከኮ Holegon mosumery m 135i ав! still im Constantinerde in 
Hyg, ther book wan. acquired "Innen ihe Eam by Ніетоетрттші Willrles Eiter ven 
Eschenbach. (bp Груди, the Stair Archive іп Nuremberg, wld to tlie Вебе 
Library, Сайн, 68 мр Serormber iftis ài the aucti ኮጠ Payne and Роля 
ہج‎ aireari Athens (ባይ. ,سور‎ mo эе), fig iq, Meredith ир, рр 
49744 wiih калет Ье нагару еу Lanzlon ved. وا ور‎ =. nn гүй 

Named after its eighteenth-century owner, the 
Codex Ebnerianus is among the finest illuminated 
books from twelfth-century Byzantium and the 
most meticulously painted of the so-called 
Kokkinobaphos group of Constantinopolitan 
books [see also cat. 50). Hlurminated New 
Testaments are rarer in Byzantium than 
illuminated Gospels, and survive above all from 
the twelfth century, presumably in response to the 
period's vogue for private devotional volumes with 
New Testament content. The Codex Ebnerianus 
is striking among them for its imaginative energy, 
seen both in its effulgent ornament and in its 
extension through Acts and the Epistles of the 
iconographic formula used in many twelfth- 
century Gospel-books, pairing a sacred author 
with a feast icon, The manuscript has played a key 
role in scholars’ understanding of the luxury book 
trade in both twelfth- and fourteenth-century 
Constantinople. 

Long assigned by its sheer quality to the very 
beginning of the twelfth century, the book belongs 
on the basis of its script to the mid-century, thus 
shattering the conception of the Kokkinobaphos 


group as a coherent scriptorum slowly devolving 


from initial brilliance to dry repetitiveness, The 


group is no longer interpreted as a scriptorium, 


but rather as an artistic manner practised by one 
or more painters working with different scribes 


investment. At the end of the fourteenth century, 


the Ebnerianus was in the Hodegon monastery, 


where the scribe Joasaph altered it for liturgical 


use. There its illumination must have provided 


а model for a late-fourteenth-century book now 


in Venice (Biblioteca Marciana 1. 8), thus 
clarifying what had seemed ап oddly late coda 


to the otherwise entirely twelfth-century 


Kokkinobaphos group. 
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Lectionary with the Last Supper, folio де 
Parchment, 32.8 к 26.5 cm : 
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This 18 one of the earliest manuscripts after 
iconoclasm and the text is written in uncials, 
Only sixteen folios survive, and this 15 in part 
by chance. The leaves were found bound into 
a twelfth-century manuscript which in 1858 
the Bishop of Trebizond presented to Tsar 
Alexander II. When it entered the imperial library 
these folios were taken out and listed as gr.21. 
A sixteenth page with the Baptism was later 
found by A. Papodopoulos-Kerameus in 
Trebizond, and this was purchased by the 
library and files as gr. 21a. 

The Last Supper 15 ап example of the 
arrangement of the book. Below the scene painted 
within an imbricated border 18 the reading for 
Holy Thursday, starting with Matthew XXVI, 20. 
In the painting, Christ and the Apostles are sitting 
inside а building around a sigma-shaped table, 
which was the form encountered іп Early 
Byzantine manuscripts, such as the sixth-century 
Sinope Gospels (cat. 49), suggesting that the artists 
had access to a manuscript that had escaped 
destruction during iconoclasm, ог else were 
influenced by the artists of the ninth- and tenth- 
century wall paintings in the rock-cut churches of 
Cappadocia, who also painted imagery which. 
partly reflects earlier models and partly has the 
new ideas which were developed after iconoclasm. 
Christ, on the extreme left, is in the position of 
honour and breaks the bread. Peter reclines 
opposite him, stretching out his hands like the 
eleven others. Judas, dark-haired, sits upright at 
the front, his hand touching his mouth. The bowl 
on the table contains а fish, the symbol of Christ. 

The fragmentary “Trebizond Gospels’ 
includes a portrait of St Mark, the Baptism, the 
Marnage at Cana, the Doubting of Thomas, 
Christ's Appearance to the Marys, and the 
Washing of Feet. It may have been painted in 
Constantinople, but several scholars have 
preferred to sec it as ‘provincial’ work. In this 
respect it is important evidence for understanding 
how art was revived айсг iconoclasm and how far 
Byzantine art was created in Constantinople or 
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building is depicted behind Gabriel. From а 
quadrant filled with stars at the top left corner, the 
hand of God emerges, and rays of hight descend. 
The border has elaborate leaf-scrolls, enclosing 
palmettes. The background of this nch vegetal 
ornamentation is finely punched, 

In the top and bortom borders, six now empty 
roundels would originally have held silver or 
enamel medallions, In the vertical borders the 
nnceaus are interrupted by two rectangular silver 
plaquettes with the portraits of saints, possibly the 
Apostles Peter and Luke, іп a ciflerent scale and 
style, Technical examination has verified that 
Luke on the right is а Later addition. 

The double scrolls surrounding the palmettes 
on the border are encountered in firmly dated 
rwelfth-early thirteenth-century manuscripts 
(Likhachova 1977, p.35; Spatharakis 1981, figs 220, 
227, 253, 274; New York 1997, no.46, p.93 
Ш.С. Anderson]. The closest parallel to the 
Benak Annunciation 15 to be found in the silver- 
gilt cover of a Constantinopolitan reliquary in the 
Louvre, Pans, depicting the Marys at the Tomb, 
which dates [rom the second half of the wellh 
century (Pans 20018. pp.73- 7. по. 20 [J. Durand]. 
A daring in that period for the Benaki silver icon 
is further suggested by the imposing depiction of 
the hand of Grod sending divine rays towards the 
Virgin, a feature of the iconography of the 
Annuncianon that became popular during that 
period, inspired by the theological debates of the 
time (Kitzinger 1984, ኮዩ- ባባ 7 1. 

An almost identical composition is repeated 
on the border of the late thirteenth-century 
silver revetment of the Virgin and Child icon 
Irom the Monastery of Zarzma, Georma 
(Velmans 2002, рр. 317—293), suggesting that the 
two representations, despite their different date, 
scale and quality, are clearly dependent on a 
common model. 
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Handle of a standing censer (Latz10n) 
Constantinople, © ic 
Drones, سی‎ with engraved decorative detail, 28.6 = 21 cm 
Вепайз እ|ዘጠህጠጠ.. Ailem, سو‎ m ûi یت‎ 
ЧЕН БЭЛ ШЕЕ ЖЕ ЕН ጌ' ብገ нин 49, pp тр لق‎ በመሆጋ nuila, цар Вай ባገ 
በፎፎጽክ 88:5, im 8፳ 3ካ 11... ялган Айнгаа ңыз. nes На (A. тагыш, Теа 
urs] Гамиърис иа. ang. іні arr. Алыстай zocn, pp gira 3 80-4፡ ГА. гагы шаг, Mre 
ኝ መኳ ахмад, ኮ лай, гып. бы |А. 1?ጠብጠጩጩ)] 
The large ogee-shaped handle depicts the Virgin 
Hodegetna holding Christ. The background is 
decorated with incised foliate scrolls, terminating 
in three- or five-lobed palmettes and semi- 
palmettes and enclosing engraved inscriptions 
MHP GEOY Н GEPATIICITHCA and IC XC. The 
representation has parallels in late thirteenth- 
and early fourteenth-century metalwork 
(Athens 2000, no.42 |А. Drandaki]. 

The handle belongs to a type of free-standing 
censer known as Áatzion or Катон, and mentioned 
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in monastic charters (typika) from the cleventh 
century (Gautier 1981, рай, col, 1222). Such 
censers are seen in representations of the 
Dormition of the Virgin or of saints, and so have 
been associated with funeral rites = à Дадон was 
indeed found in à tomb at Mistra (X yngopoulos 
1930, pp. 129- 30; Drandakis 1952, p. 504, fig. то), 
But they also appear in processional scenes 
involving icons, implying а wider ritual usage 
(Ševčenka 1995, fig 5). The possibility of other 
uses for this type of censer is suggested by the 
existence of similarly shaped incense burners with 
secular decoration, pointing to a domestic rather 
than ceclesiastical environment (Byzantine 
Museum 2005, р. 18, по, 307), 

The broad handles of such censers usually 
depicted the patron samt of the church where 
the vessel was to be used, suggesting this example 
came from a church of the Virgin Therapiotissa. 
A text of 1494 in the Аса Pamarchanim mentions 
the theft of silver = presumably the revetment = 
from the venerable icon of the Virgin 
Therapiotissa (Miklosich and Muller 1860 до, 
p.203; Oikonomides 1991, p.39). This confirms the 
existence of a devotional icon of that name which 
is reproduced in the Katzion. The location of this 
icon can be identified with the Constantinopolitan 
Church of the Virgin Therapiotissa recorded in 
1348-49 by the Russian pilgrim Stephen of 
Novgorod (Мајеѕка 1981, pp. 359 - 63; 
Majeska 2002, p.104). 
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Plaque with За George 
Ама Minor, fourtecnth century 
Bronze, milled, hammered and engraved, silver, 10 « 0.5 cm 
The Pasil andi Alevandea سا‎ сн га Museum, Aduna, нх тып. X 7 
аа ес тов REFRER«COE  Ülwatialakus німі 28 በበበ 2051, їнэ ред, ji роба ሺ: 
sem va) 
The almost square plaque has an appliqué banded 
frame of silver, without gilding and with large 
foliate ornaments. The original hook for hanging 
the icon is preserved at the top. The condition is 
good, and most of the gilding has survived, but the 
lower right corner of the frame is missing. The 
inscription reads: O ACFIOC)/ ГЕ/ОЛРЛГИОУС //О/ 
ФГАЛТ/Р1ГАЛЧГОГС (Saint George the Phatrian). 

St George 15 on horseback with his head and 
torso en face, while his steed trots to the right. 
He wears full armour and a cloak fastened on the 
right shoulder, next to the neck, covering his left 
shoulder and fluttering behind the nghi arm. 
Below the chest is the amgulum tied in a knot, 
The imbrications on the breastplate are lozenge- 
shaped. Їт his left hand he holds the reins and in 
the right a spear, the tip of which reaches to the 
night upper corner of the plaque. His head в large 
in proportion to his body. The round youthful 
face has regular and refined features, On his thick 
curly hair is а diacem consisting of a row of 


medallions. The halo is lightly embossed, 
The relief i$ executed in hammered technique | 
The details on the garments, the horse’ 


апа the inscription are incised, 


5 mane 


The shape of certain letters m the inscription 
particularly the А, is rather archaic however, ሕር ۱ 
rendering of the imbrications on the breastplate 
indicates а date in the fourteenth century, The 
epithet Phatrian derives from a famous shrine 
of the saint, at Phatre in Paphlagonia, which 
was named ‘the Phatrynon', after the place 
(TIB 0, 148 and 260). 
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Plaque with St Niketas 

I hurteenih )٦ 

Bronze, hammered, gilded, incised, 7:3 Û ст 

The Гаш amd Akwaria Kaier эрсийн Мичин, Ага, 1887 вх ини 
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The greater part of the gilding is preserved and 
there is little damage to the surface. The border 
band on the lower edge 15 missing. The repoussé 
шуспроой on each side of the halo reas: 
O/ATVONC / NUKH/TA/C (Saint Niketas}, On 
either side of the shoulders, the incised inscription 
reads: AFIE / NIKH/TA 0171 
ЛОТА ОЛУМ (Saint Niketas help thy servant O 
Ch M). The letters ОХ M, with which the incised 
inscription concludes, have not been deciphered, 

The figure is framed by a narrow, slightly 
raised hand. The saint is portrayed to the waist 
and in frontal pose, with both hands in front of 
the chest. In his right hand he holds а martyr's 1 
cross and with the left he venerates, with the palm 
outwards. His facial features are handsome and 
regular, with a thin straight nose, large eyes and 
small mouth. His luxuriant curly hair falls on his 
shoulders and his heard is relatively short and 
rounded. He wears a courtly cloak with (айша, 
which is fastened above the right shoulder with 
a round fibula and leaves the right arm free. 

Visible on the part of the shoulder not covered 1 
by the cloak is part of the тала (а gold- 
embroidered or sometimes gold ornament of the я 
costume, which surrounded the neckline and 
continued onto the shoulders), Maniates and карот, 
are decorated with engraved lozenges and tiny 
roundels, denoting the embroidery and the 

pearls that embellished them, Encircling the 
saints head is an incised halo, 

The elegant feature and modelling of the 
body suggest a date in th 
The only discordant not 
small right arm, 

MICHELE вАССА 


е thirteenth century. 
е is the Фвргорогпопан 





910 


Chalk ву cil 


ከ[ዘክርክበከ early fourt еги century 

ган + ۱ T E 
€ 1 palet 4| 1 411 шіні silver thread, 
КК erm 

i" ose" 


А ті A IL 
ped ын ли n fur та, ا‎ Баса А (653. 1 4. ph 1-8, 
r 5. Мєн Ани ален, سم‎ ali, пк. goa LA. Ballian] 


т Міне 
ЕГІЛДІ А 
gh. HY xy. pp d Ti 


кюй 
ЕТТ 
міні” 
phis veil depicts the Metalipisis қалақ GER 
which forms part of the representation orte | 
Communion of the Apostles. Christ holds in his 
right hand a jewelled chalice, flanked by two 
raphim instead of the usual angels, and stands 
behind the altar, which is covered by а cloth 
decorated with cross-shaped gammatia (corner- 
pieces), Above is an impressive hemispherical 
ciborium cdged with red moulding and supported 
on double colonnettes. 

A similar veil must originally have depicted 
the Metadosty (distribution of bread), as other early 
surviving chalice and paten veils come in pairs 
with complementary representations such as those 
in Halberstadt and Castell' Arquato (Johnstone 
1967, ills 85- 8; Millet 1947, pls салу-сл), On the 
Benaki veil Christ 15 shown from the front, as in 
the apse of St Sophia in Ohrid and the chalice veil 
іп Chilandar monastery (Bogdanović, Оршле and 
Medaković 1978, fig. 101), but the portrayal is 
exceptionally plain and strikingly intense. The 
Apostles are not depicted and on the altar cloth 
are two crosses instead of the Communion vessels 
(вес Rome 2000p, no. 78, pp.212— 13). 

Stylistically the compact, almost square figure 
of Christ recalls the style of painting found in 
Constantinople and ‘Thessaloniki between 1290 
and r310. The pale colour and the calm features 
of Christ recall the Pantokrator in the Protaton, 
depicted on the marble prodynetarion, which, like 
the ciborium on the veil, is supported on a double 
colonnette with relief ornamentation painted red 
(Teteriatnikov 1999, p.103, fig.2). Around the veil 
the non-accented liturgical inscription (Matthew 
xxvi, 26-8) is written in ‘distinctive, epigraphic 
majuscule", This type of script, common in the 
Middle Byzantine era, underwent a striking 
revival in some late thirteenth-century 
manuscripts. Also typical of earlier manuscripts 
and metalwork is the direction of the inscription, 
which starts at the top of the frame, continues on 
the right side and then on the left and terminates 
at the bottom. 
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Gospels with the Passion of Christ, folio Вдр-дог 


Constantinople, second half of eleventh century 
Parchment, до ። 242 СІП 
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This luxury set of the Gospels with the use of 
gold leaf in many portions of the text and а high 
standard of illuminations (some now flaked) can 
he ascribed to Constantinople in the eleventh 
century, The text of the Gospels is written in a 
script known as ہام‎ while other passages 
such as titles are in Alexandrian or in epigraphic 
capitals, It resembles the contemporary but 
smaller book, E. D. Clarke Ms. to in the Bodleian 
Library (Parma 2001, p.270 |С. Fiaccadori]), 
while various details of the decoration direct us to 
а well-documented area of manuscript production 
whose output includes, among others, Vat. 
(7г,1156 (Rome 20008, p.247 [F. D'Aiuto]), with 
which this shares sorne features, including the 
layout into squares of the scenes depicted in folios 
110127 and 80ሁ--00ሀ, and also the red and blue 
fabrics in the full-page miniature depicting the 
Evangelists, or indeed the decoration in 
Biitenblatishl of the opening pages; these consist of 
New Testament scenes painted inside quadrilobes. 
The layout of folio gor shows the high density of 
illustrations on the page, with the sequence from 
the Agony in the Garden, the Betrayal by Judas 
and Denial of Peter to the Crucifixion and taking 
Christ down from the Cross, all the pictures 
framed by а luxuriant decorative border. 

The manuscript came to Malta from 
Constantinople between 1206-08 and 1229), ах is 
documented by a series of annotations {Fiaceadon, 
in Eleuteri 1993), and before 1470 was transferred 
to the Monastery of San Salvatore de lingua phan in 
Messina, as is clearly shown by folios 173, now 
detached and preserved with the earlier binding. 
These pages formed part of a manuscript from 
which folios 278r- 2815 of another manuscript 
(Messan. gr. 98 [Foti 1992) also came. Next, the 
Gospels were in the Biblioteca Buonvisi in Lucca, 
and then entered the collection of Karl Ludwig 
of Bourbon-Parma shortly after 1824. The 
manuscript has been the property of the 
Biblioteca Palatina in Parma since 1865, 
when Karl Ludwig's library was acquired. 
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Epitaphios of Nicholas Eudaimonoioannes 
Constantinople, Thessaloniki or the Peloponnese, 1406/07 
Crimson silk with alver; mlver-gili, and coloured threads, 

Bs, x 140 СІП 

Vicuna ший Анал Museum, [isdem Arda 
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This rich embroidery was an Epitaphios (ог Grand 
Aer), Starting in the carly fourteenth century, as 
part of the symbolism of the Easter ceremonies 
marking the death and resurrection of Christ, 

the Epitaphios was used in the Byzantine ritual of 
Good Friday and Holy Saturday, and placed on 


Ше altar table for the rest of the Paschal season 
until Ascension Day. At Vespers on Good Friday 
the Epitaphios was taken from the altar and set 

up in the centre of the church and decorated 

to symbolise the tomb of Christ. The faithful 
mourned at the Epitaphios unul Matins оп Holy 
Saturday. It was then carried in solemn procession 
outside the church, brought back im and laid on 
the altar im preparation for the joyful liturgy at 
midnight. 

This Epitaphios represents the dead Christ on 
the stone of unction (a relic kept in the monastery 
of the Pantokrator at Constantinople since the 
twelfth century), holy angels in stoles on cach side 
with liturgical fans, and the four Evangelists in the 
comers. The background is filled with a symbolic 
decoration of a scrolling vine (an unusual feature’ 
The evocations of the Epitaphios are recalled in 
the Greek inscriptions around the border, which 
come from the тарата (hymns) for Easter; “The 
noble Joseph, taking down your spotless body 
from the wood and wrapping it in à clean shroud 
with aromatic spices, carefully laid it in a new 
tomb! and "The eintments used for human beings 
are lying here, but Christ after suffering death has 
shown himself again in another form.’ А third 
inscription records the donanon of the 
embroidery: ‘Prayer of the servant of God 
Nicholas Eudaimonoioannes with his wife 
and children in the year 6915, indiction 15 
[= 1406/07)’. This name is known as among the 
ruling classes of Late Byzantine Morea, and he 
may have been based at Monemvasia - he is 
probably the man of this name who was the 
imperial ambassador to the Venetians in 1416 and 
representative at the Council of Constance from 
1414 to 1417. The cloth was presumably a gift to 
a church in the region of Monemvasia. 
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Wall ale with ап image of St Nicholas. 
Probably Constantinople; tenth century 


15.8 8 16.4 cm 
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Wall tile with an image of St Arethas 


Probably Constantinople, tenth century 
17-8 » гуа ста 
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These tiles, not necessarily unearthed together, 
come from two separate sets of uniform half- 
length images of saints labelled in Greek as 
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Nicholas, Paraskeve and James m one case, 


and Arethas (LEL vol.5, сок 242 73), Basil and 


'anteleimon in the other, Their Бгийе, thinly 
білгі ceramic 1& nor weather-resistamt, hence 
they must өлені lave been attached to the 
inside walls or stone ішті of a building, most 
probably a church, Neither set survives complete 


The one with St Nicholas is likely also to have 


cluded omamented squares, now lost, that 
alternated with the figural ones. Composed of 
both vertical and horizontal sinps, this set may 
have framed а Linger holy image, perhaps 
гє сеге im mosaic or carved in marble (compare 
New York 10997. nos 233 and 303, pp. 345 and 
405) Phe senes that includes the martyr Arethas 
4. 523) could have lined an interior cornice, 
possibly that of an altar screen, 

1ከር images here are drawn and coloured in 
а technique гурил! of a rare vanety of Byzantine 
glazed pottery “Type V in Sanders 2601) that 
archacologists find in tenth- or clevenih-entury 
strata. Similar oles have been excavated m 
Istanbul at two churches dated оу and g20= 22, 
respectively (Gerstel and Lauffenburger 2001, 
pp. 180 oq), and аг varius places in Preslav, 
capital of Bulgaria from Ваз то 969 (New York 
1997, Nos 222-3, pp. цагг ос Rome 20000, nos 
70-5, pp. 155 - 62), The vegetal ornament 
repeated above and below the image of St 
Nicholas also occurs an tenth-century Byzantine 
book illumination (Spatharakis 1981, nos 17:20, 
41, figs 39, 42, 40, Bo). The аты, probably trying 
lus brush for future work, lightly sketched the 
curves of another similar motif on the back of the 
St Nicholas tle 
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The Кампо af Lazarus 

Таен 7 

Fey tempera on маны, 215 2) cm 
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The imposing Неше of Christ, who addresses 
Lazarus by cuistretching his hand, dominates the 
composition. Behind him are the Apostles Peter 
and Andrew, who converse in front of a mountain 
on the Гаг ኩበ of the work. On the right, Lazarus 
appears, risen from the dead, in the open door of 
the monument, swathed іп bandages, which a 
young Jew tries to unwind, At the back, three 
onlookers follow the scene. Lazarus's two sisters, 
Martha and Mary, kneel on the ground and 
beseech the Lord. The red ground and the absence 
of landscape make the icon particularly striking. 
Christ and Lazarus each have а blue halo. There із 
considerable damage to the lower part of the icon. 


CATALOGUE ENTRIES 215—218 


Common stylistic traits, the same dimensions 
and the vivid red of the ground are found in two 
other icons, The Transügunation іп the State 
Hermitage Muscum, St Petersburg (Chatzidakis 
1904 65, pp. 386, 388) and The Last Supper im the 
Monastery of Vatopedi on Mount Athos 
(Tsigandas 1996, p. 362). All three icons are the 
work of the same painter and come from Mount 
Athos. Originally they decorated the epistyle of a 
templon screen and must have formed part of a 
series of the twelve main festival scenes of the 
church, This is one of the earliest surviving 
examples of such a beam, now cut mto separate 
pieces. 

The composition is limited to the essential 
heures. The monumental character of the work 
and its style fits a dating in the twellth century. 
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Epistyle fragment with the Transfiguration of 
Christ 

Mount Athos, (ген half of the ілге ПІН ءء٤‎ 

Chee wood, geese 3nd tempera, 21:2 × 24.7 .وھ‎ em 
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The Gospel scene of the Transhiguranon is here 
treated in the same way as in several other Middle 
Byzantine works, and is particularly close to the 
mid-twellth-century mosaic version in the 
Cappella Palatina, Palermo. The composition 

is calm and simple. The use of blue haloes 

is found also in manuscript painting and 
cloisonne enamels, 

Originally this icon was not a separate рапс! 
but formed part of a wide epistyle beam wath the 
Great Feasts of the Orthodox Church which 
belonged to the screen of a church on Mount 
Athos, И was taken to Russia in 1800. Three other 
icons from this same epistyle are now found in 
various places. The Raising of Lazarus (cat.215) is in 
the Byzantine and Christan Museum, Athens, 
and two others, The Last Supper and The Майлу of 
Christ, remain in the Monastery of Vatopech, 
Mount Athos. All four have been sawn from the 
same board and are of approximately the same 
size. The fairly rare red background, certain 
similarities in the portrayal of Christ and the 
saints, and the consistent style and technique all 
testify beyond doubt that the same artist painted 
these icans and that they originally formed a 
single ensemble. 

Although this epistyle was evidently made on 
Mount Athos, as 1$ indicated by the use of 
chestnut wood, it is the product of an artist who 
clearly had knowledge of the most current ideas in 
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Incense burner 
Serbia, Janjevo, fourteenth century 
Brengc, casting, opemwork, 1x 12 ነ ። 305 cm 
Мулен of Agiihesd Ars, Ї їг, (85 no iti 
келен ክዩየ።ክዩ ካጃ(፥ዩ| Radon! нууж, London jı, па ور‎ 
ብ. ИҢ. та үнө; Paris infe. مد‎ түр, Melunki оон, وس‎ 
Incense burners fall into three main Categories: 
Irce-standing, hand-held or chain-mounted, This 
example consists of a large decorated handle and 
an attached circular thurible er censer (to which 
bells, now lost, would originally have been 
attached). Из openings are in the form of keyholes 
or circles and it has a simple Greek cross on the 
top. The handle is decorated with a Tree of Life 
іп apenwork. Tt has five stylised lilies and two pairs 
of pecking birds facing cach other; in the centre 
there is а heart-shaped ornament consisting of 
Horal shoots with a large trefoil Шу which might 
be interpreted as the Tree of Life. 
Incense burners were used in churches and 
in the home. Unique to Serbia was a ceremony - 
sana — m which frankincense was used. This type Е 
of incense burner with а hanelle 15 documented оп 
Mount Athos and was used there during the silent 
prayers of monks, during vigils and midnight 
services when a priest or deacon would incense 
the worshippers and icons and walk around the 
temple almost in silence, The container could also 
be shaken during festivals to enhance the joyful 
atmosphere of the church with bells and incense. 
This incense burner was probably 
manufactured in one of the Serbian mining | 
centres where large workshops operated. It was | 
found in Janjevo, an important Serbian medieval | 
town. Two similar incense burners are known, Е. 
one found аг Prilep with a Tree of Life in the 
centre and with birds and dolphins next to it, 
and another at Mistra decorated with lilies. The — 
decoration of the three incense boxes symbolically 
represents the Eucharist, with birds receiving | 
Communion from the Tree of Life. 
DUAN MILOVANOVI( 
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Brass lamp 

e r (PA, ክበከ--ኣብ 
This brass lamp contains а central filler-hole and. 


a circular wick-hole with و‎ scalloped rim. The 


century: 


peed body is des orated on either side with 
(rat | 

monogrammer ir | 
(ріш and ап omega. Ihe handle has 


bec! cellar and fares to a six-sided 


өз, rom the arms of whieh 
1 
нап a 


doubler а гүн 
! сой knobs аг Из points, Ehe lamp has two 
Ін 


sion іше and а bayonet-fitting for а stand 


suspe 
in Из Базе. 


Ге decorative cross on either side of the 


form of Christogram, а monogrammatic 
on of Christ's name, and symbolic of 


The presence of the alpha and 


body Is all 
abbreviati 
Christ's triumph. 
omega, the [851 and 151 letters of the Greek 
alphabet, is a direct allusion to Revelations I, 1: 7 
‘Tam the Alpha and the Omega, the first and the 
last... Simili lamps are known from Siobi in 
Macedonia, the north Pontic arca and Syria 
Bailey 1900, p.79). 


си! ۷٣۷ 


e 


219 

ОШ lamp 

Egypt. sixth century | 
Quaternary alloy, сам in parts, covered with green patina, 
pris» 255 а n3 cm 

Morelia Аааа, Жата, ዘበነ ክዉ ring 
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This lamp stands on a high ring base decorated 
with pierced-work rinceaux. There 15 по socket 
for a lamp-stand nor hoops for affixing hanging 
chains. The body is long, with a ridge around the 
edge on the sides, The flat upper surface is 
decorated in low relief with a vine plant growing 
from a vessel, The wick-hole is circular with two 
small protuberances clase to the lower end of the 
nozzle, The circular filling hole originally had a 
swivel lid, of which only the double attachment 
loops are preserved. 

All that remains of the reflector is the lower 
part, à metal strip with a single row of five pearls. 
Attached to the upper part is а clumsily cut piece. 
of metal, on which was nailed at a later phase a 
large cross of Maltese type, which now functions 
as the reflector of the lamp. It bears the dotted 
inscriptions: £2ATIQC АПА ГЕРАМКОС | 
(St Ара Gerannos) and АЙТОХ) ISCYTIQG) 
ПРҮСВНТЕ(РОХ) (St Josepos the Elder), From. 
the lower end of the cross projects a metal sheet, 
possibly its original purpose (Xanthopoulou 1997, 
vol.2, p.185). | НД, Re 

Both the pearls visible on the surviving part 
of the original reflector and the decoration of the 
foot of the lamp with pierced-work rinceaux are 
recurrent traits of Egyptian copper working in 
the fifth and sixth centuries. A bow! with afoot | 
bearing comparable pierced-work decoration was 

found in grave взу at Ballana, which has been 
dated to Ap 440-50 (Török 1988, 1.86). А similar 
body with a pierced-work foot is encountered on a 











lamp of Egyptian provenance in the State 
Hermitage Museum, St Petersburg: its reflector 
is decorated with а vine (Moscow 1977, vol. 1, 
рр.186- 7, na. 3051. 
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Brass lamp with griffin's head handle 

Italy (7), ffth-sixih century Ар 

Brass, height 15 cmn; width 7.3 cm; length 21:3 cm 

The Trasie off ihe Uriah Museum, London, ፃፍ (бут ضا‎ 1 
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This brass lamp contains а filler-hole with a 
baluster lid in the centre, and a wick-hole with 
scalloped rim at one end. The handle is in the 
form of a griffin's head holding a spherical object 
in its beak. On top of the griffin's head is a 
monogrammed cross surmounted by a deve. 
The lamp has two suspension lugs and a bayonet- 
fitting for a stand in its base. 

The lamp, whether of clay, metal or glass, 
was the standard lighting device for houses in the 
Early Byzantine period. While glass lamps tended 
to be suspended in multiple làmp-holders known 
as polycandela, those of metal were either hung 
singly from integral suspension chains or, as 
with this example, placed on а lamp-stand. The 
distribution pattern of find-spots for griffin lamps 
suggests a place of manufacture somewhere in 
Italy, possibly Rome. Examples are known from 
there, Maddaloni, Caltagirone and Porto, and 
also from Syracuse and Benevento in Sicily (Bailey 
1996, p.78). By contrast, only two examples are 
known from the eastern half of the empire: one, 
tentatively attributed to ‘Constantinople and its 
vicinity’, isin the Dumbarton Oaks Collection, 
Washington DC (Ross 1962, n0.30, рр.41-2, 
pl.xxv), the other, in Berlin, is simply described 
as having been found in Turkey (Schlunk 1939, 
no. 146, p.52, рі. хім). 
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Roundel with the Mother of God 


Serpentine, diameter 17.5 cm 

ФЧАОХИСТО АЕСПОН ТО BOTANEIATH (God-bearer, protect 
flanking the Mother of God МЕНТНІР кесу (Mother of God) 
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On this serpentine medallion, the Mother of 
God is shown in bust farm, veiled and haloed and 
identified by an inscription either side of her head. 


Her hands are raised before her, palms out. 
Around the rim is an inscription involang her help 
for Emperor Nikephoros ІП Botaniates. On the 
reverse is à roughly scratched outline of the bust 
of the Mother of God and the letter M. The 
roundel has been broken diagonally across its 
width, although the Mother of God's face and 
several letters of the inscription have been lost; 
it was repaired before it came into the Victoria 
and Albert Muscum's collection. 

The iconography, with the frontal position 
ol the Virgin's hands, is also unusual. In 
representations of the Virgin Orans, the hands 
and arms are usually out to the sides. However, 
this representation is comparable with both 
eleventh-century seals and with the image 
in the north-west dome of the Panagia 
Kosmosoterra іп ኮከየቨ31, Greece. 

The roundel can be dated by the inscription 
to the reign of Emperor Nikephoros Botaniates. 
However, the wording is unusual in combining 
/Масїтмо (Christ-loving), a common imperial title, 
with the word бере (lord), which was not 
adapted as an ипрепа title until the rwelfth 
century. Potentially, therefore, the rounclel may 
predate Nikephoros's elevauon. It is, however, one 
of very few hardstone carvings that can be dated 
and із thus important in relation to late eleventh- 
century Byzantine sculpture. И is conceivable that 
the roundel might be a slice from a serpentine 
column. The material itself was highly valued and 
may have had apotropaic powers, The carving is 
heavy, but there are similarities with relief panels 
from the Peribleptos monastery, perhaps founded 
by Nikephoros and where he was buried. The 
medallion's function is unknown: it is too lange 
and heavy to have been worn as ап amulet. It 
may have been set above a door or inlaid into 
church furnishings or perhaps have formed part 
of the tomb of Nikephoros. 
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Mosaic with head of Christ 
Ravenna, 545 

daga amis тона шыны сылман = 
533 ። 38 cm 
ڈوو مجع سے‎ 
II О 
Only a few parts of the face are original — the | 
gold background and the blue tunic and mantle 
are nineteenth-century restorations. On the face 








tesserae, are mostly original, but the eyes and nose 
are reworked and the mouth too is party remade. 
The hair is mostly original. As with other early : 
mosaics in Ravenna, the surface of the mosaic hac 


repaired partly by the addition of new tesserae, | M. 
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and partly by the reuse of salvaged sixth-century 
tesserae 

И was shown by Andreescu- Freacdgold (соодо) 
that this mosaic is the head of Christ from the 
apse of the church of San Michele in Mricisco, 
Ravenna, which was decheated оп 7 Мау 545 
А watercolour made by E. Pazzi in 1843 
(Ellenberger 1992, ከ፪. shows that the apse 
contained a standing figure of a young Christ 
with а cross halo between two Archangels 
On the wall above the apse was an enthroned 
seated Christ between archangels holding the 
instruments of the Passion and by seven angels 
о the Apocalypse blowing their trumpets. 

On cach өніс of the apse were standing hires 
of SS. Kosmas and Damiano, 

This fragment was purchased in Italy in 
ІНІ», and thought wrongly to have come from 
a small church im Milan. The apse mosaics of 
Зап Michele were taken down and sold in 1844. 
They were supposedly sent t0 Berlin. The 
consigniment is now in the Staatliche Museen 
zu Berlin, Skulprurensammlung und Muscum 
fur Byzantinische Kunst, but it consists of fake 
substitutes and not the onginals. The only 
surviving огуллав are this head of Christ, and 
the heads of the Archangels Michael and Gabriel 
at Torcello and of an angel at St Petersburg. 
Clearly the apse mosaic was in very poor 
condition їп the nineteenth century. 

Onginally this head was probably very 
similar tothe young Christ in Paradise in the 
арас of San Vitale, Ravenna, dedicated in 548. 
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Four Gospels, folio 117 
Constantinople, iid-rwelfth century 
Parchment, 13.5,» 12:3 cm, 15277 861808 
پر وعوؤف الا‎ ™ aiiraal Martane, гтивст., мет 


mre ns. የጠ Бына iy ame wah ч Е, , ЯВААГ سی‎ ТИРА me, 


chapar ова ч اعت‎ Прие! 
жашла ай эй салан es en mT 
ur lora тэр Янг үн тагт, р یا‎ Бар (84 т: Сан ፡99፡. pp оь 
This manuscript exemplifies the exuberantly 
decorated small Gospel-books popular 1n the 
twelfth century, surely for private use. First, like 
the manuscriptis of the Kokkinobaphos group, 
it embeds the traditional pairing of Evangelist 
portrait and feast icon at the opening of cach 
Gospel in an extravagant surround of ornament, 
both architectural and vegetal. As in Ше Codex 
Ebnenanus (cat. 204), also from the mid-rwelfih 
century, feast scene and author portrait are 
integrated here in a single, richly framed 
composition that faces a large ornamental 
headpiece, producing a fanfare of ornament 
that spans the full opening of the book at the 
beginning of each Gospel. 

Second, и displays Gospel frontispieces. The 
traditional, static Majestas Domini surrounded by 
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the four Beasts anc four Evangelists is replaced by 
two dynamic, full-page images, one of revelation 
as the prophets Elijah and Ezekiel proclaim their 
visions of God, presented bere as the youthful 
Christ Emmanuel, the “God with us’ of his 
incamation and eschatological return; the 

other of transmission as Christ confronts the 

four Evangelists, The images invite the reader 

to ‘see’ the revelation of the Word as it takes 

flesh in the parchment of the book. 

Third, the canon tables are populated by 
animals, acrobats and allegories, including the 
labours of the months and personifications of 
eighteen virtues. The allegones draw upon 
longstanchng traditions in monastic illumination, 
but twelfth-century imperial iconography adopts 
the virtues, too (see cat. 59). Ševčenko has pointed 
out the many imperial virtues included in this 
series, found also in the National Gallery of 
Victoria, Melbourne, ms 1, and suggested their 
invention for an imperial patron, Such an 
intersection of monastic and imperial imagery 
reflects the mid-twelfth-century book trade, in 
which scribes and painters worked for both lay 
and monastic dignitaries, 
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Micromosme icon with St Theodore 


Constantinople, carly fourteenth century 
Wood, tesserae of marble, jasper, lapsis lazuli, sime and gilded 
copper, мах, rein, و‎ «74 ст 
Saar fermage Muri, 54 Гает кад imi 88 мр 
FRUYEAAMCE. рыу gil uf Hemann to 54 Parre Rape, їжчигт 
чи, Mari Заста, Ұлжан; Пе ብዛ Cadran, Гала, licae ہاش‎ сс шини 
пі Аоста መስና Pork, ahar iMi, homi зай ща ኤብ 
ክና ዘኮ ቪክ | ጩ ዲክ ጸፀበ [1] dor ዘፍ 8 Musrum, iil, and 
arsnalsrresd so che наас Hermisape Маған. сайғақ ልብፎጩጩነ МА 
Де асосга ка ыа 
وس‎ woo, pp. joli, уну, Ганинйү мийн, үр. ፤ = РЭГ, 
This image of the holy warrior 5t Theodore 
Stratelates was produced using tiny tesserae of 
semi-precious stones, such as lapis lazuli and 
jasper, with marble for the face and gilded copper 
for the background and details of the garments 
and armour. The wooden base was hollowed out 
and filled with a wax coating, over which the artist 
executed an under-painting and then inlaid the 
mosaic. He added separate details using wax- 
based paints. 

The miniature technique and the refined 
style of this icon place it among Byzantine 
micromosaics of the highest artistic 
quality. It is no doubt the product of the 
Constantinopolitan court workshops, as 
Byzantine portable mosaics seem to have been. 
distinctive insignia of imperial power and to 
have belonged exclusively to the emperors 
and members of their families, d 


subtlety апа a 


In almost all literature on the subiec 
Hermitage icon is dated no hater bani ካሕ 
hall of the fourteenth century, but it is most like 
from the first quarter. A group of micromosaic, , 
with inscriptions composed of metallic plates од 
а lapis lazuli ground and а checked border share 
these distinctive features with the Hermitage | icon: 
among them are the Annunciation in the Victoria 
and Albert Museum, London, the diptych in 
Florence (cat.227) and the St John the Baptist 
icons in Venice and the Hermitage, St 
Petersburg. These pieces were surely produced 
in Constantinople in the first quarter of the 
lourteenth century and their style is consistent 
with monuments of Palaiologan art such аз 
the mosaics in the Church of the Virgin 
Pammakaristos in Constantinople, which dates 
from the first decade of the fourteenth century, 
The group probably all came from the same 
workshop. 
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Micromosaic with Christ Pantokrator 
Constantinople, 1459 - 74 

Моөліс on wood, 54 ۴ظ×‎ 

ын anciens rprcialr per il Mee Мингайг Ferro, Musa алпые 


Bargello, Florence, ань no g 


казалы в. tem Leeren Й Аара % private رورس جاقرب‎ 
the 1:8) Caller, Florence "m нил 


8፲፻1፻(በዝከመቨጀዘ 8፲.ጓ፡,88 

This is one of the earliest and best examples of 
micromosaics, made of diminutive bronze, marble 
and lapis lazuli tesserae of 6.5 to 1 ст. Similar- 
sized tesserae are found in the micromosaic of the 


Transfiguration in the Louvre (New York 1097, - 


no.77, pp.130-1 [A. Weyl Сагт)), which also ۹ 
displays the same cross motifs in the ornamental « 


border. Though analogous, on compositional 
grounds, to the roughly contemporary image ОГ. 
Christ in Berlin (Demus 1991, no.5, 88-20 33), 
it is characterised by à much more evident 
decorative approach, The meander and zigzag 
motif in the halo is clearly intended to simulate 
the sumptuousness associated with icons made 
of precious metals and enamels; moreover, the 
multicoloured palylobe squares enframing the 
letters IC XC had often been used for golden - 
appliqués to icon revetments since the tenth - 
century (все Wessel 1967, nos по and 18, pp. 55-6 1 
and 70-3). 

Unlike the Louvre icon, in which the dynamic 
and expressive elements of Byzantine art around 


А 


the year 1200 can be detected, the Bargello mosaic | 


is characterised by a strongly lin 
аа нэн መ کی‎ 


“construction of the 
which fits with the style па ап den 
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| ye Fransfiguration 
وی‎ ۷ 
Мін poii i 
(ame шир! ини 17090 
! 
clle, рия baxtli and glass, wax 
1 уики сар E TTE 
f T arly Ти п 


| ብበ transl pred to slate 88 (iby ane restored 
ily 1 


рова pof Christ's зені, пішін hamd side of his face] 
Ін! ኮ ы 

үні and манай, 524 (рет 
ТІ 


агентігі ار‎ Cris al ,ان‎ мі. 14% 


(кр 
Mist d ми "т мын arr ihr callecison 14 тала ፻ዛ።. шін amil, کا‎ 


ከዛሃዩዛክ тимеу: acquired нь Palermo ክና Bem Питер іш‏ ۶پم 
xl ከና the marc, 152‏ ہر سا je йн, пъгъдагаи,‏ ضا ЖҮНІ et is‏ 
lana 1411,‏ .58( ا hace ib,‏ 10 عاوسظد ا ты vie Mepa‏ 
uiu Td ванни erat nin. та 76 Айына НЬ ዜ9 80%, Мен Үлт 1070, їнэ‏ 
ماعسسطا лан pl ሀሽ 4: he de La Гәп ፤ዛ81. үз |ፐ/ anal dw үт,‏ ا 


, ram 79) 


ын теі нче" бин нй, ене 3. кай, 89 (еийн Баатар! 1, - 


нет ለቦ att, үр se 59, m nc Paris нұр, na 779, Paris ини, 


нил ۱۷ үу; Dem 
sg Мима ark МИТ, me тү 


There аге more than 50 Byzantine micromosaics 
in existence. Usually small in size, they are 
distinctive for the technique of their manufacture; 
they are constructed from minute tesserae (in this 
case between 0.5 and 1 mm in breadth) made of 
copper (sometimes silver or gold), glass, marble 
ог stones of various colours, fixed in wax on a 
wooden support — as was this example from the 
Louvre in the eighteenth century = transferred 
onto slate in 1864. 
This icon is of great technical virtuosity; it 
is also one of few to represent a scene from the 
Gospels, in this case the Transhguration of Christ 
with Moses and Elijah at his side and the Apostles 
Peter, James and John below. One of the greatest 
in size, и has sometimes been assumed to be from 
an icon screen, although this is far from certain. 
The Louvre Transfiguration is one of the 
earliest micromosaics. Although we know that it 
was in Sicily in the eighteenth century, its style is 
reminiscent of the mosaics of Daphni of around 
поо and it, too, should be attributed to a 
workshop of Constantinople. The mis-spelling 
of METAMPO®OCIC (Transfiguration) with the 
inversion of the letters "О" and R" does no 
necessarily indicate a provincial manufacture. 
However, the expressive, almost anxious faces? 
of Elijah and Moses, each framed in a shock 
of shaggy hair, and the vivid play oflight and 
shadow on the drapery has been com 
Otto Demus with the late twelfth-century frescoes 
in Hosios David in Thessaloniki, justifying a date 
in the second half of the twelfth century, or 
around 1200, 
JANNIC DURAND: 
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ሰ ትሽ e 
each panel 27 ж 8 


АВ to an eighteenth-century tradition, the 


diptych arrived in Florence in 1394 аз а bequest to 


the Baptistery of San Giovanni from Nicoletta di 


Antonio бітіпті, the Venetian widow of ап 
official at the Byzantine court of John VI 
Kantakouzenos (1347 - 54); in the fifteenth century 
it was set within a silver frame decorated with 
enamels. The work displays the twelve Gospel 
scenes Corresponding to the most important feasts 
о the Byzantine liturgical year (Ше so-called 
Dodekaorton). И betrays technical, compositional 
and stylistic features hinting at ап execution in the 
cultural atmosphere of early fourteenth-century 
Constantinople. The use of miniaturised tesserae 
enables the artist to realise an extremely accurate 
rendering of even small details. Each of the 
twelve scenes, included within a square of roughly 
9 = 9 cm, is set either against an architectural 
background embellished with classicising 
clements, or a natural landscape indented with 
the irregular rock peaks зо common in mature 
Palaiologan painting; the human figures are 
characterised by diversified poses and animated 
исмигез, and a special emphasis is given to 
representations in profile. Some details, such 

as the figure of Adam in the Anastasis, seem 

to be reminiscent of the vigorous expressiveness 
betrayed by the Passion су е of 1312 in the 
narthex of the kathoükon in the Monastery of 
Vatopedi on Mount Athos, even if its general 
tone is that of amore serene and balanced 
rendering of bodies and spaces. 
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Micromosaic with the Man of Sorrows 
Constantinople, агсним (joo 


Mosaic tesserae on wood, 13 ж 1q cm (without frame); 
وھ‎ = 28 ст (with frame); 98.5 ። 92.1 cm [case open) 


 8:,6ፌ de Залал (rice im Cerimalemme | Homa, کا‎ ከ6, Вер, Fazal Ға ил 


di Dad, авилга dal Минчет el موسما‎ 
ሚጋ кесін Үгий 8964, 86.85. рота 

Н.С, Ека) 

۸ the centre of this Italian Renaissance case 
(dating from the late fourteenth century with later 
additions) which contains the relics of many saints 
(wrapped in silk and labelled with their names) is a 


Сита pace‏ عسستب تا 


Byzantine micromosaic in an added silver frame. 
‘The subject is the Man of Sorrows (or ‘Utmost 


Humiliation’) the Good Friday image developed 
tium in the twelfth century for Easter 





rituals (sce cat.246). Christ is dead and shows 


the cut in his chest and his wounded hands (the 


stigmata). On the cross piece above Christ's head 
15 written in Greek “King of Glory’ (О BACIAEYC 

THE AGEHC), and on each side of the cross nimbus 
the abbreviation Jesus Christ (KC ХС) appears. The 


image might have been used in the Good Friday 


liturgy ог аз а devotional icon (in some Byzantine 


paintings of death scenes of monks, a panel with 
this iconography is seen placed on the corpse). 
On the back of the micromosaic is a painting 


of St Catherine (H ATIA AIKATEPINH), part 


ЖА 


Western, part Byzantine in style. This has led to 
the suggestion that the micromosaic was removed 
from the Monastery of St Catherine's at Sinai 
around 1380, Coats of arms of the family of 
Raimondelli Orsini del Balzo, from 1486 Count 
of Lecce, are on the enamels in the added silver 
frame. He went on pilgrimage to Sinai from 1380 
to 1381, and claimed to have given a finger of St 
Catherine and another micromosaic to the church 
of St Catherine at Galatina. He probably gave this 
icon to the church of Santa Croce in 1385 ог 1986 
üt was then Carthusian, and is now Cistercian), 
near the Basilica of St John Lateran. It was there 
encased in the present frame with the inscription: 
FUIT 8 GREGORI MAGNI PAPAE, implying that the 
micromosaic was identified as а work of the vision 
of Christ by Pope Gregory the Great (550—604), 
who had found a disbeliever in his congregation 
and prayed for а sign from God and was rewarded 
by the appearance of the crucihed Christ above 
the altar. This icon in its relics display case 
became a famous image of veneration by pilgrims 
to Rome — to see it they had to descend through а 
dark passage into a subterranean chapel known as 
the ‘chapel Jerusalem’, whose pavement was laid 
on carth brought from Golgotha. Only the Pope 
could say Mass in this chapel. 
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229.1, 229.2 
Pair of icons with the Annunciation 


Consiantmople, гісуетіі-іше thirteenth century 
Еди tempera, gold and enamel on wood, with silver рїї 
revetment, both panels ont a 67. cm 
አረፍ CHI ДА Enc ےس‎ 
ELECTED دجوٴ١وعع تع‎ Кошай ور پوس‎ ፳95፳ - pa, 1 CER Rada (iet 
BRRR E, omg, Faria igap жм үа анд иш 
90898. ғыш 19 ава! ےر‎ Pion заяаг. пан 27 anal 28 


This monumental Annunciation is painted оп 
two separate panels, with the Archangel Gabriel 
to the left and the seated Virgin to the right. 
Gabnel moves gently towards the Virgin, and 
raises his right hand in a gesture of greeting. 
Mary's head is tilted towards the Archangel, but 
she looks out towards the viewer and 15 occupied 
in spinning with x distaff. This alludes to the 
legend of the Virgin's upbringing in the Temple 
at Jesusalem where she would spin and weave the 
priests” vestments. 

The icona are distintive for thet ith palette 
and well-modelled figure style, but there is some 
repainting. They also have expensive silver. 
uncus (Athi sonia DS هر سر‎ ос 
META COY (the Lord is اہ عو ضر جب‎ 
enamels in quadrilobe plaques the Greek sigla, 
Mother of God. Also in enamel, below these sigla, 
ва donor's inscription: ТАСА ПРОСАГОСОГ | 


КОРН IIANATIA. AEON COC OIKTPOC ОЖЕТНС | 


еворгвутнс (T give you what belongs to you, 
All Holy Virgin Mary, Leo, your pitiable servant, 
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[በር оо God). The silver plates have floral 
omamentanon and relief heures On the Gabnel 
panel are Ішигез of archangels (the 0056 
miming Gabnel is lost onthe Virgin panel, Ше 
revetment is of the same decorative type: along 
the top are medallions with Chinst, the Virgin and 
St John the Baptist (the Deisis) and with the 
Virgin's parents, Joachim and Аппа. The 
mechillions at the bottom are SS. Andrew and 
Blass, At the sides are ten plaques with standing 
[አነ of prophets. Samuel, David, Daniel and 
Zechanrah can be recognised among them. The 
metal halo of the Virgin is of а different style and 
probably later than the revetment, às are the mo 
semi-precious stones on her maphonon. 

These panels have been the subject of much 
research and controversy, When they were first 
studied іп 1900 they were fixed in the wonosrasis 
ol the late thirteenth-century church of the Virgin 
Penbleptos in Сита, They were dated to the 
eleventh or twelfth century, and the presi Leo 
was rdenüihed as an archbishop of Ohrid, either 
Leo 1, Archbishop of Ohind (19:17: 
Mung (1108-1201) Iis certainly more likely 


36), or Leo 11 


that they were intended to be fixed, not to an 
icomostasis, bur on the arches on each ade of 
the sanctuary of some as vet unidenufied church. 
This was à common position for the placing of 
the Annunciation in Byzantine churches, usually 
painted in fresco. This dating implies that the 
silver revetments were added later, and there are 
some indicarions that the painting 15 саг сг than 
the plates. However, Grabar, who dated the 
revetments to the late thirteenth century, argued 
that the panels were all of this date, This would 
mean that the priest Leo is unknown, and 
perhaps later still. 
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Two-sided icon with the Virgin Psychosastria 
iontů and the Annunciation (hack, 

early Fourteen century‏ عباوعصے ‌سسمٰیتا 

Egg temper and gold on wood, with sibeer-anlt revetment 
wiih enamel, gy ። GÊ ern 

Нам Carey, Гн шүү їнэ ور‎ 

۳۴ ہ۳۷۷۷‎ 8×۱ Се bs od ibe Maite ol Cua Рүүйгчүигн, (3ከጡ9] 

ELECTED ЕЕНІБЕНІЕЯ ный кшен. روس‎ 13) 5% "em- Work 22፡4. وپ دہ‎ 
This large two-sided icon was made for the 
успегапоп of the Virgin Psychosostria 

(She who saves souls) and also to function as а 
processional icon, presumably on the festival of 
the Annunciation on 25 March (7 April, according 
го the Orthodox calendar). On the silver-gilt 
reventment are the inscriptions on the front in the 
roundels, MiHTH)P ЄНЕОҮҮ (Mother of God) and 
ИНСОҮУС X(PICTO)C (Jesus Christ); in the 
rectangular plaques, НЭРҮХОСЄО(СТЭРТА (Saviour 
of Souls); and on the back in red letters on the 
gold ground reverse, O XAIPETICMOC (The 
Annunciauon), О APX(ATTEAOC) ГАВРІНА 


CATALOGUE ENTRIES 230 242 


(The Archangel Gabriel) and ٣ 
(Mother of God), The dry style, the bulky formes 
of the garments of the Archangel Gabriel, the 
inverted perspective of the architecture and the 
minature and playful caryatids on the columns 
behind the Viran are all features associated with 
the art of Constantinople in the carly fourteenth 
century 

The front of the icon celebrates the Virgin 
Psychososiria but she is represented in the form 
of the Hodegetria. This icon is therefore а copy 
of the famous model in Constantinople believed 
то he painted by 5t Luke and which was venerated 
as an icon that could perform miracles, Copies of 
this icon were also believed capable of carrying 
out miraculous healings of the Гай ШІ. The Virgin 
and Child, protected by two angels. are framed 
within an ornamental silver-gilt revetment. This 
includes cast plaques of Christ in the centre at the 
top and also busts of the prophets Aaron, Gideon, 
Ezekiel, Damel and Habakkuk, Jacols and 
St John Clhirysostom. 

The stylistic clues to а production in 
Constanünople, together with itè current 
provenance in Ohrid, fit neatly with some archival 
documents about the history of the monastery of 
the Virgin Psychososina in Constantinople. The 
Emperor Andronikos П Palaiologos (1282-1328) 
made а gift of this monastery to Gregory I, 
Archbishop of Оһла, who erected the 
exonarthex of the cathedral of St Sophia in that 
city in 1313. Very probably the icon was sent оп 
this occasion from Constantinople to Ohnd. 
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Icon with Christ 

Thewalonik or Ohnd, middie of foureenth century 

Egg tempera and gold an wood, with silver gili revetment, 
1:7:5 = 195 cm 

leon Gallery, Übeid, inv һе. 

rentak Съри دا‎ of Шак Masher of ни! ፻፡ጠ|ገጣጩ Ohrid 

аггы: Kamiaka ngon, ኮ йн New Үл wing, ж ҒЫ‏ کُر رھد 
Christ ts depicted half-length. He holds an open‏ 
Gospel in his left hand while giving a benediction‏ 
with his right. His expression is one of‏ 
contemplation and seriousness; his eyes are‏ 
slightly tumed to the right. His cruciform nimbus‏ 
and the ground of the icon under the revetment is‏ 
in gold. The text on the Gospel-book in Greek‏ 
reads: ‘My sheep hear my voice, and 1 know‏ 
them, and they follow me; and I give them eternal‏ 
life, and they shall never perish, and no one shall‏ 
snatch them out of ту hand.’ This passage (John‏ 
xxvi, В) was spoken by Christ at the winter festival‏ 
of Hanukkah when he was nearly stoned by the‏ 
Jews in the Temple at the porch of Solomon. In‏ 
this chapter he sers out his role as the Good‏ 
Shepherd and protector of the faithful.‏ 

Christ is enclosed by a silver-glt revetment, 
It is surprising to find that it has been constructed 


ош of 8 series of irregular decorated plates hie 
1 


look as though they were mass-produce andl the 
፥ "n 


٦ 
on the plates, there are figural reliefs of saints 


(George, Demetrios, St Clement of Ohrid 


adapted to (ас, Besides the floral omame 


« а 
stival Sic Nes ane 
the Ганпача (the empty throne ready for the Last 


Judgement), Some of these images are repeated, 
again indicating the use of mass-produce 


standing angels) as well as some fe 


d plates, 
«ሸሮ seems 
10 have come from а different icon, It reads in 


(тос: YMNON ЕПІМІКОМ ОС GEM) ФЕРЕ] 
АҮТОС АГЕМҮЛОС КАП XOIKOC ТҮГХАМОМ 
АОТКАССААК ПОС СЕВАСТОКРАТОР 
IAACTH EIKONA XPYCOY АРГУРОУ ТЕ 
TEXNOYPEHMENIHN)HN K( AI) AEXOIO 
ПАММЕЛОМ ወዘርርንንኘ (KPATOC|. JEM) 
EZIAACMA ТОМ AMAPT(H)MA(TON), This states 
that the gold and silver icon is offered to God for 
the redemption of the sins of sebastokrator 
Isaakios Doukas. It has been suggested that this 
man was the commander of the cavalry of the 
Serbian Tsar Dusan and governor of Ohrid 

in the fourteenth century. 


The me ripiion on the bortom fr 
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Icon with the Virgin Psychosostria 

Thessaloniki ог Ghind, middle of fourteenth century 

Egg tempera and gold on wood, with silver gilt revetment, 
15 « 122 » 4 cm 

ህብ Gallery, Dhrub im በቤ Wa 
rihane Сығай the Мин ol (най l'eribleynza, Chri 
نوخ دک‎ ва FERG رود‎ ны, Wew Wirk ан, na 133 
This icon is a pendant to the icon with Christ and, 
Judging by their almost identical size, style and 
treatment, they were most likely both made in 
the same workshop, probably by the same artist. 
Their scale and lavish decoration suggests they | 
were made to be prominent in a church, probably 
аз intercolumnar icons in an iconostasis, and it has | 
been suggested that this was in the Church of St 
Sophia at Ohrid, the cathedral of the city since 
the eleventh century, The Virgin is inscribed in 
two roundels, as M(HTH)P Ө(ЕОуҮ (Mother of 
God); and in the rectangular plaques as 
Н WYXOCC(CT)PIA, 'She who saves souls’, The 
term Psychosostria is found ая ап appellation. 
of Mary on а number of icons, and there was 
a monastery of the Virgin Psychosostria at 
Constantinople, Mary in this icon is turning to 
the right, presumably towards the icon of Christ. 
She holds the Child, wriggling in her arms, and 
looks out towards the viewer, 

The Virgin and Christ have: gold haloes, and 1 

are framed within а silver-gilt revetment with a. 
iei әлігі of interlacing circles, On the 

rame of t icon are floral ornaments and rb 
reliefs. The busts of St John the Baptist "Эс 
Virgin, and the archangels Michae] and Gabricl 

are on the top frame. Christ js y missing at the 





| 





ин has been replaced with a figure of thie 
(ሀ.18 ፤ 


бал ШІ рм 
E WDR Aaron, Zechariah, Isaiah, and 
prope : 


Habakkuk, Also represented is Nicholas, 
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Archbishop اہ‎ (ич. 
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Along the sides are lists of the 
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Icon with the Baptism ol Christ 


уран, early fourtec ги ٦' 


fag tempera and kold on манай, 444-5 = 36 cm 


ex ٢اس‎ ዘነ ዘሀ d 
ہد‎ в የል ታግ" dite Мяг ul Cos Pa Ирина, tria 


rë nov pearse Шайтон amd Сит „умінні пода. pp бт а, 


ibi TRES 


без ሾጠዞ፡ нші ٦ | 


The title of this work, H BATI(TH)CIC (Baptism), 
is written іп Greek in red letters at the top. 

St John the Baptist stands on the rocky bank of 
the River Jordan to the left and is inscribed C 
АПОСПО(АММНО) О(ПРОАРОМТОС (St John 
the Forerunner), Christ has a cruciform nimbus 
and is inscribed ЦНСОҮУС X(PICTONC (Jesus 
Christ |. 

‘The standard Byzantine elements of the scene 
are found, though the four spectators on the right 
bank are all angels: the Holy Spirit is coming 
down from heaven in the form ofa dove. Beside 
the Baptist is a small bush and his axe (referring 
to John's statement that every tree that does not 
bare fruit will be cut down). Christ is dressed in 
а loincloth as he is baptised, In the waters of the 
Jordan, on the left there 15 а personification of the 
nver as an old man with an urn, and on the right 
a dragon. 

The scene is painted with great gusto ; 
the Baptist towers above Christ and the rocky 
landscape climbs towards heaven. On the back. 
of the icon is a painted crass. И was very likely 
produced as one of a set of festival icons to adorn 
the same sanctuary screen as the Doubting of 
‘Thomas and the Anastasis (cats 244, 235). 
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Icon with the Anastasis 

Ohrid, carly fourteenth century 

Egg tempera and gold om wood, 44 ። 36.5 ст: 

itom Саде у, Charis, ini 

Piante መከ а hara ሚው! በል ሽካ "is pter 
Paris bp, ዘይ 44. 

In the upper part of the icon there are 
remnants of the red letters of an inscription: 


H [ANACTA|CIC (the Resurrection). The Anastasis 


is one of the two regular representations of the: 
Resurrection in the Orthodox church. Christ is 
seen in glory, breaking down the gates of Hell, 
and then ascending to Heaven and taking with 
him the most famous Old Testament hgures. In 
this icon Christ sweeps down diagonally to Hades 


ша blaze of light with angels above holding the 
instruments of the Crucifixion. He rescues Adam 
Irom his sarcophagus, while Еме waits behind. 
Next behind her is Abel with a shepherd's crook 
(his murder at the hands of his brother Cain made 
him the first martyr), On the right are kings David 
and Solomon and behind them St John the 
Baptist to the right. The scene is set against a 
mass of craggy rocks, reminiscent of those in the 
Baptism icon (cat.233). The broken gates of Hell 
are beneath the feet of Christ whose divinity is 
marked by the shining golden rays of the 
mandorla. 

This icon was very likely made to acorn the 
same sanctuary screen as the Baptism and the 
Doubting of Thomas (cats 233 and 235), 
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Icon with the Doubting of Thomas 
DOhnd, early fourteenth century 
Egg tempera and gold on wood, 44 = 46 cm 
ا‎ Callery, Оһекі, ዘ на 
Fava Cinch uf በ Мт اس‎ Cod ГЁсгИйїсүнлж, اص0‎ 
извел neces Libera! and Gorei- Ljuba нүү, pp የፐ” ғу 
Pari нүүн, muc 
This icon is entitled the Doubting of Thomas 
although only a few remaining letters of the red 
inscription are visible in its upper part. The 
account in the Gospel of St John (хх, 24-9) 
relates that Thomas was absent when Christ 
appeared to the other Apostles after the 
Resurrection and showed them his wounds 
from the Crucifixion. Thomas refused to believe 
in the Resurrection unless he had seen the wounds 
for himself. The icon shows the subsequent 
appearance of Christ to Thomas. Christ stands in 
the centre of two groups of five Apostles, He raises 
his right arm and displays his body. Thomas on 
the left stretches out his right hand to touch the 
wound in Christ's right side. The other Apostles 
show their emotions as Thomas accepts the truth 
of Christ's return to Jerusalem after death. 
According to the Gospel the appearance of Christ 
took place ina house with the doors closed. The 
reality of the architecture with its arches, columns 
and capitals is well represented i in the icon, with 
an almost ghostly apparition of Christ to the 
eleven disciples (lacking Judas Iscariot). 

It is probable that this work was made as а 
festival icon for the same sanctuary screen as the 
Baptism and the Anastasis (cats 293, 234). 
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Two-sided icon with the Virgin Hodegetria and 
the Annunciation 

Thessaloniki (7), third quarter of the fourterath century 


Tempera on wood (canvas), gilding, silver-qnli revetment, 
00:55 71 ። 5 cm 
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Қанған Міне, Belgrade, ዘጹ гэв 31h 

газа ч на (Сей кї the Vergi ellen, (161. ክበ chapel, ከክቪክባኗ 
ዜሎ፡.፡ ባጥ 

гү, рр 447%‏ یصو пагас Мені uth New Vork‏ تما سی 
The Virgin Hodegetria is depicted on the front‏ 
of the icon, covered by a revetment, and the‏ 
Annunciation appears on the back. There is an‏ 
integral raised frame on the front (the lower edge‏ 
is missing), while the back is flat with a gilded‏ 
background. The paint layer is abraded and‏ 
partly missing.‏ 

The style of painting, which can be 
attributed to the third quarter of the fourteenth 
century, represents à high point in the art of the 
Palaiologan era. Technique and style indicate that 
both sides of the icon were the work of the same 
artist. Some parts of the icon were overpainted 
ш the seventeenth century. 

On the revetment, with its decoration of 
interlaced circles, three medallions have survived. 
The frame bore busts and figures of Christ, the 
archangels and the Apostles, of which two busts 
have survived. The revetment enhanced the icon's 
function as an object for prayer. [ts style and 
technical details reveal that it dates from the 
same period as the icon. 
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ARTIST FROM MORAVIA 

Icon with St Demetrios 

End of the fourteenth century, or beginning of the hifteenth 
century, Hilandar |?) 

Tempera on board, 34-3 » 26.5 ст 

Alim af Ләрішгі Лав, Digrii, animos اگوہ‎ 

ез ፳2ፕጥዝ፻1 BETERENIEE е туіне 18, ар ме. hie зайл, qua 971, 
иа тис 
рін, ጩክ жин, tn, 7 

8t Demetrios was a popular military saint whose 
cult was centred from the Early Byzanüne period 
at Thessaloniki, where he became the patron saint 
of the city and protected it during attacks and 
sieges. His festival day at Thessaloniki was 26 
October, and there was an annual fair there 
which аана | 

the cult oF St Deine 0 
especially into the Balkans and Russia. He was. 
believed to have been martyred in the early fourth 
century, and a large, still surviving; Church of 
century filled with mosaics representing his 
miracles of protection and healing, which were 


also recorded in texts and in sermons delivered 


in the famous church. 
This icon shows St Demetrios armed to the | 
teeth, The standing figure is painted опа coneave 


board; the ground is ochre, imitating gold and his 


name is written in Greek in red letters, He wears اد‎ 
red tunic, breastplate and armour, and chain-mai 
trousers. He has a dark-blue cape over his | 





CATALOGUE ENTRIES 233—237 


7 49 
POM 


shoulders, He holds a brown lance in his right 
hand, and a sword with а aided hilt in the ether 


in the Cycladic island of Pholegandros (Мазак 
1981, p.231, pl. 57b), which show pronounced 


planning to visit when he drew up 


his will ከከ 1436 


| Мапоизасав 1966 01, pp. ро ПА, 


24! 


"Chis P ا‎ 
af Christ дааган 


and slightly turning, His features are those of 
ап ascetic, and his long hair falls down to his 
shoulders. His right hand is held in à gesture of 


around 1500 (Vocotopoulos 2005, p. 221, fig. п). 
On the four corners of the frame are depicted 
the Embrace of Joachim and Anne (top left), the 


hand. He is also equipped with а club, a quiver, influences from Western art. The earliest dated KALLIOPE-PITAIDILA КАРАРАТ кой ae > "ете а : ری ان ; ای‎ ۱ | 

a bow, a shield and а helmet. The painter has example of a standing dragon-slaying saint is in a ey 0 керші ын умраи шир dlessing, and he holds an open inscribed « roll їп Nativity of the Virgin Пор right), the Blessing of 
ቀፍ በ all کول‎ tubiramelit óf wr in De wall painting of St Phanourios of 1426-31 in the "n mp ipia бИ the ей, He wears а chiton und a sheepskin tied at the Priests (bottom lef) and the Presentation of 
same detail. The saint's face is young and Valsamoncro monastery in Crete, with which що . M anil | አ ው” Анчин, Айт Ше front оп the chest with a tight knot. On either the Virgin in the Temple (bottom right). The 
handsome and his brown hair is luxuriant Angelos was closely associated, according to his seres uM И КД No PH py وو‎ LP fe فلا‎ side of the prophet's shoulders is the inscription: O scenes, painted within elaborate architectural 
ades: will |Manousacas 1960 - 61, pp. 146, 149, note 5). Icon of St John the Theologian و‎ ath pi. s; Маас ዘዘቕ іш. РР. وو تا‎ Пай нуша 36. ہمہ‎ 3) "А ПРОФНТНС HAIAC (Prophet Elijah). However, settings, are traditional in design (Lafontaine- 


This is à small, delicately painted icon suitable 
for private devotions and for kissing. [tis very 
likely лаг и was used in the home rather than in 
a church, and it belongs to a period of deep crisis 
in the history of Serbia when enemies were all 
around. It offered protection in war through 
prayer to the famous holy warnor. However, the 
icon belonged to the collection of painter and 
collector Ljuba Ivanovié, who claimed that it 
came from the Hillandar monastery on Mount 
Athos, and so it may have had a monastic use 
at some ume m its history, 
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ANGELOS AKOTANTOS ЇЙ. с.1425- 50) 
Icon with 5t Theodore 
гы half of the fifteenth oentury 
Egg tempera on wood, 22.8 = 20 cm 
Thr Helen Aimar of Cahir, танин аға! 1: ከዘዝዝበጸዘ яғы. 
Айлын, mkm Laseendos Collegian EA 495-5115 
чигит eerie Aer ily, на || Мамет pull; me د‎ С. Майна 
1,፡የሀ838 mim, тиз ሻ3 ٤ ከኔክርጡክጠበዞዛ! Acker 8ባባ1. тъъ 1 (E айгаа! 
Ах чынны ኬ4ሠጩ]]ጩ ин, њи TT) 
St Theodore Tiro is depicted against а gold 


ground in front of two mountains, standing and 


However, the closest example to the present 
image, а major work of the prolific painter 
Angelos, is the icon of St George in Patmos, 
which is also attributed to him (Chatzidakis 1077, 
no. 24, pl. 20). 
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ANGELOS AKOTANTOS (IL. 14257 50) 

Icon with the Virgin Kardiotissa and Child 

“wet Їл af Реа centur 

Egg temper on wood, 121 м сүл, cm 

Phe Пенн: Мацаг آہ‎ Сая, rame ай Chronan ጓ1ህ፳፡ፎበ፤ 

алы (ነ። |ቹ !ነቦ፤‏ جانا 

moc 8888 8:89፡::55 Londen пета, ብቦ پچ‎ ПУ. (аанак), Hiline miih, 


FY. Charaka Makean (gag. js dé ЇГ... їнэ, Acheni‏ ہیدہ 
Poon 158 й, r,‏ 


The Virgin 15 named in Greck H KAPAIOTHCA, 
Kardionssa. She wears а purple maphorion, a 
dark robe, and a head covering, and holds the 
Christ Child affectionately in her right arm. He is 
turned towards his Mother, with his head turned 
back and both hands stretching out towards her. 
Above are two angels. Towards the bottom of the 
icon, in white lettering, 88 the signature of the 
painter: XEIP ATTEAOY (Hand of Angelos). ‘This 


DT 1 |: заа ний. г.14701 Ва‏ ا۷۳ 


[шц tempera and gold leaf en woal, ኮር] with cloth ang 
ክር 
gru, DO xw 7 ۹ 


1,,|፡888፡ 81 ат eam aie ХМунлат, Мүшінк 
киги шам К  nicnashery of rhe 1 351፳((188. Қаш Tros; Мүге 
sp p rg የ 1. እ መዳቅጠልፀ کس مسا‎ мд کی‎ gea fidem Dg, 
199% тна 487, 8-75. Acciones анин aes “ылым 
This is the back of à bilateral icon which was 
detached during conservation in 1960, The front 
side, which is now a separate icon, shows Christ 
Pantokrator (cat. 241), The icon was cut all around 
из cdges in order to fit into the intercolumnar 
space of a templon, which was smaller than the 
original, for which it was made. 

St John the Theologian is shown half-length 
slightly turned towards the left. He is holding 


before his breast with both hands an open Gospel- 


book, on which the starting phrase of his Gospel 
John 1, 1—2) 18 written: EN AP/XH HN O AOT OC. / 
КАТО ЛОТОС НМ! ПРОСТОМ 6507۳۷ i KAT 
ВЕОС НМ) O AOTOC./ OYTOC НМ! ЕМ АРХН! 
ПРОСТОМ MEOIN. MANTA АГАУТОУ (еубтто) 
(In the beginning was the Word, and the Word 
was with God, and the Word was God. The same 
was in the beginning with God. All things were 


made by him). This phrase from the Gospel makes: 


à direct allusion to the image of Christ shown on 


[тышан #9#፣ 


й! "ھ٣‎ 
froni side of a bilateral icon which 


| his is the "Wi ч Р 
d during conservation in 1960. The 


was detachi | 
back side, which کا‎ now а separate Icon, shows 


ohn the Theologian (cat. 240). The icon was 


sJ А 1 
| around its edges in order to fit into the 


cul а 
witercolumnar space of a templon, which was 


iller than the original, for which it was made. 
Christ is shown in frontal pose and hall-length 
holding a closed Gospel-book in his left hand 

aud blessing with his right. He is wearing а deep- 
brown chiton with a wide golden stripe (clavus) an 
the right shoulder and а deep-blue himation. The 
face of Christ, his neck and hands are modelled 

in dark Besh with an abundant use of white thin 
lines, which take the shape of a net. 

The dating of the icon to c. 1370 Во is based 
on its close similarities, iconographic and stylistic, 
to a well-known icon from the Pantokrator 
monastery оп Mount Athos now in the State 
Hermitage Museum, St Petersburg (inv.no.]- 

515, St Petersburg and London 2000, по. 8125, 
рр.148- 50 [Y. Piatnitsky]; Papamastorakis 1998, 
pp.43—4). This icon is securely dated in 1363, as it 
is a dedication to the Pantokrator monastery Бу its 
two founders, namely the brothers Alexios, Great 
Stratopedarches and Ioannes, Great Primicerios, 


SEI 


the dark blue ground on which this is written is 
a later restoration, 

The icon, which is well preserved, has been 
cut down, no doubt to fit a space narrower than 
its original setting. It has suffered only slight 
damage — the wood has been chipped in places 
оп Ше frame, the pigments have flaked in à few 
places and the right shoulder and upper arm 
have been overpainted at a later date. 

On the back is a large cross, on either side 
of the horizontal arm of which are incised the 
following inscriptions (Pelekanidis and Chatzidakis 
1984): түзете) X(gurróz) М(0К(0) Фос) Xigwrrot:) 
Фа во) CTiavgóv) СТ... ПГ.) Xi gud) 
Хоу) X(apiter) (Jesus Christ Conquers, Light of 
Christ Shines Everywhere Gross STi...) DC.) PC.) 
Christ Bestows Grace). 

The portrait features, the expression and 
modelling of the face, and the linear rendering of 
the hair and beard connect this icon with works 
dating to the late twelfth century, such as the wall 
paintings in the Church of St Stephen at Kastoria 

(Siomkos 2005, fig. 70) and of the Virgin of Arakos 
in Cyprus (Winfield 2003, fig. 15, Tsigaridas 1986, 
p.110; Livieratou 1999, рр. 76, 77, 114. no. to). 
FITHIMIOS N. ۰101 


Dosogne 1965, pp. 172 - B1). 

On the vertical sides are St Kosmas of 
Maiouma (left) and St John of Damascus (right) 
and on the horizontal sides, the busts of 55 Joseph 
(above: and Theophanes (below). They all have 
scrolls with extracts from their hymns for the 
festival of the Koimesis on 15 August and wear 
monastic garments [John and Joseph wear 
turbans). Several monumental Byzantine 
decorations link these saints with the Koimesis 
and their texts connect with theological discussion 
in this period which explore biblical prefigurations 
of the Virgin (Baltoyanni 1991, pp. qaf). 

The icon, with its theological interests, ita 
careful design, the naturalistic proportions of the 
hgures, the solid draperies, the bnilliance of the 
colours and the elegantly drawn outlines, can be 
assigned with some certainty to the first quarter of 
the fifteenth century. 


CONSSTANTINE HZAWPFAVIAS 


Byzantium and the West 


slaying a dragon. He wears a gold-embellished is the artist Angelos Akotantos, a documented ai 9 ደ ከሆ. 19 - -— —— both of whom were painted on the frame The 244 
а Ария ч i i ቲ е Thee. it par \ 
military dress and has a sword, a bow and a pointer in the Cretan city of Candia in the second КЕЛЕ area tks رہ کون‎ A representation of Christ on another bilateral ican 2 Reliquary of the True Cross 
quiver of arrows. He is poised to strike а winged quarter of the fifteenth century (Vassilala 1981, : ТАПА тэмцэн осн Ара КЫНДЫ still deposited in the Pantokrator monastery with 43 
dragon Мале in the fore und. At the top left 290 ሺ! Three other signed Lacus Эн bis adn composition in the Vatopedi Thessaloniki 109970, ا‎ ኤኤ = | ын e eames 1 ilh th кн fhe Viren Constantinople, second half of the tenth century 
ying ground. . р рр. Ч» ال‎ is ру no.2.24, pp.go-1 (E. Tsigaridas) and Chilandari Christ Pantokrator on one side and St А hanasios. con with the о gm Таран миў кой бухий 6፡2 irs E con 

appears the Hand of God, blessing the saint. preserved in е yzantne and Christian сеща 2 | " i : "— — the Athonite on the other and dated ¢.1963, also кошор, carly سو راع‎ с Videns የም 

At the bottom right, in black capital letters, Museum: St Theodore [cat.238), 5t John the pou 995, na. 120, p. 215; mon ; shows stylistic similarities with the Mytilene icon Gena وہ‎ wood, gold leaf, egg tempera, 54 = 49 cm теулж. Ben te Түнеу othe Затта Servo it the [መዉ Rome 
is the signature of the painter: ХЕРАГГЕЛОУ Baptist and the Presentation of the Virgin in ан Athos, both dating from the third quarter ipamana 1998, орад, ይው ER 90-21: ча Пе اج‎ wee | ው M ہت کیک | عو مک‎ аа ТА me сан اس سید مھ‎ 
(Hand of Angelos), which was revealed after the Temple, all of them reflecting the high ol the fourteenth century. He is even closer to the Acheiniasi НЭМН 1098—99, pp.309-16, геніне የ ары эхэр рал 8 ЁС ፡ 


cleaning. Laboratory examination of a second 
signature, on the left, Поти ጄ።ውሱርብቫ 
ирофиткбуси тов TCaqyapokuv AX ()/ Work of 
hierodeacon Stephanos Tzagarolos 16 | |), 
was proved to be a forgery. 

The representation of St Theodore as 
acdragon-slayer, usually on horseback, 15 
encountered in Byzantine painting from the tenth 
century (Achcimastou-Potamianou 1998, p. 112). 
The saint is depicted standing and in military 
dress, but not slaying the dragon, in a late twelfth- 
century icon in the Monastery of St John the 
Тъсоютап on Patmos (Chatzidakis 1977, по. 3). 


standard of art in Crete in this period 
( Acheimastou-Potamianou 1998, nos 28, 29), 
The pose of the Christ Child, with minor 
variations, is encountered in two icons, one from 
the late thirteenth century, in the Monastery of 
St Catherine in Sinai, and the other, [rom the 
second half of the fourteenth century, in the 
collection of the Ecumenical Patriarchate in 
Istanbul (New York 2004, no.210,90). Several 
monasteries dedicated to the Virgin Kardiotissa 
are known on Crete in the fifteenth century. This 
iconographic type of the Virgin is found in icons 
up to the eighteenth century (Baltovanni 1994, 


[resco representation of St John the Theologian 
from the wall decoration of the Pantokrator 
monastery on Athos, of around 1364 (T'sigaridas: 
1978, pl.7; Papamastorakis 1048, fig. 11). 

The faces of Christ and St John the 
Theologian on the Mytilene icons follows the 
same stylistic patterns, There is a difference, 
however: the painter conveys the divine nature 
of Christ in contrast with the earthly character of 
St John the Theologian. This may be one of the 
reasons why the side with St John the Theologian 
was believed to date later (around 1400) than the. 
front side with Christ Pantokrator. This dating is 


fig.1). The face of the Virgin on a bilateral icon in. 
Rhodes with the Virgin Hodegetria оп one side _ 
and St Nicholas on the other (Athens 2000, no. 66, 
pp.418—21 (А. Katsioti]) has employed exactly the 
same stylistic devices in the use of white thin lines 
for lighting the face. This attests to the widespread 
occurrence of a style that could have equally | 
originated from Constantinople or Thessaloniki. 
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The icon has a wide, slightly raised integral frame. 
The central subject is the Koimeis of the Virgin, 
and has many parallels with the early fourteenth 
century mosaic in the Church of the Chora at 
Constantinople (Underwood 1966, pl.320). The 
nchly draped bed upon which the body of the 
Virgin lies forms the honzontal axis of the 
composition; the vertical axis is provided by the 
slender figure of Christ standing behind the bier 
and holding her soul in the form of a swaddled 
infant. The bier, the apex of the mandorla 
surrounding Christ and the inclined figures of 
Peter and Paul at the ends of the bed form an 


This reliquary, one of the most important finds 
in the Treasury of the Sancta Sanctorum in the 
Lateran, consists of a rectangular casket with 

a sliding lid furnished with а cruciform 
compartment inside with a double arm [crux 
gemma); this "patriarchal" shape was common 

in Jerusalem and other parts of Eastern 
Christendam. It would have contained a prized 
piece of the Cross used at the Crucifixion and 
found in Jerusalem by Helena in the fourth 
century. Several churches in Byzannum claimed 
to possess relics of the "True Cross’. Because of the 
scarcity of such relics, the materials most usually 


The iconography of the standing dragon-slaying pp. 105- 1t). not acceptable and both sides should be treated گا‎ The Prophet Ё Цан employed for these caskets were metals and 
soldier-saint was elaborated in fifteenth-century This в an icon of exceptional quality, and, the work of one painter only and of the same date. t < imaginary triangle around which all other figures precious stones; however, wooden caskets were 
Cretan painting. Characteristic examples are unlike some of the paintings by Angelos, exhibits MARIA VASRILAK I | i kai E cde (the Apostles and three hierarchs) are fitted. The not uncommon in the Christian Onent, | 
two icons by the painter Angelos Akotantos, no Western influence from his contact with Italian ከህ ይሆ composition is framed by two-staried buildings, particularly when, аз in the present case, the 
representing St Phanouries, one in Patmos art on the island, but instead follows the traditions لس شا‎ of пя VUE шек ው А ғу арени “ሠ. ag united by a semicircular wall. Practically the same pictorial decoration was accompanied by a 


(Charzidakis 1977, по. ба, pl.27) and the other 


of the art of Constantinople, which Angelos was 





The Prophet Elijah is represented half-length 


iconography 15 to be found on the frame of the 
icon of Nikolaos Ritzos in Sarajevo, painted 


political or religious message Gf some sort. 
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Both the interior and extenor surfaces of the 
cover and the compartment of this reliquary are 
covered in paintings with a gold background; the 
whole scheme comprises а theological programme 
hased on the Byzantine гие for Holy Week. Оп 
the outside of the lid а Crucifixion depicts Jesus 
on the Cross and conforms to the dictates of 
canonical tradition: blood flows copiously from 
Christ's side, the Cross is erected on the skull of 
Adam аг Golgotha and the Sun and the Moon 
are halted in their course by the event. The only 
innovations in the composition are the Virgin's 
mournful embrace of her Son's feet and the 
demonstrative gesture made by 5t John, who 
points to his Gospel. Emotional responses to the 
Crucifixion are expressed also m Byzanune 
homilies at this period (as in the homily for 
Good Friday delivered in ር. 860 by George of 
Nicomedea). The figure of St John, Chrysostom, 
the fourth-century patriarch of Constantinople, 
holds open a Gospel-book with John AV and 
XVII: "The Lord said to his disciples: “This I 
command you, that you love one another,” 

The text 19 used in the church readings for 
Good Fnday, linking the rite, the preaching of 
the saint and the contents of the casket. 

The imagery inside the reliquary celebrates 
the Resurrection: at the top nght the Virgin at 
prayer turns to her Son, depicted as Pantokrator 
on the left, lower down, angels in diaconal robes 
attend on them as dignitaries at a ‘celestial’ court; 
even lower, the inclusion of Peter and Paul alludes 
to the concord between the Byzantine and 
Western churches. Styliste features suggest that 
a date in the mid-tenth century is appropriate for 
these images; schism between the two churches 
did not occur until 1054. 


OUNO CORNINI 
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Reliquary of the Truc Cross 


Constantinople, eleventh century (central plate); Rhine-Meuse, 


early chineenth century (mount, reverse and Іні) and 
seventeenth century (corner angles), silver gilt, mver, 
copper, champlmi enamel, gem stones, wood core, velvet, 
brewn varnish (reverse), total height qo cm (Byzantine plan: 
ڑا‎ ። ıo cm) 
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The reliquary, known as Martin Le Roy, consists 
of a flat rectangular casket with interior fittings 
and a sliding lid, the traditional form for а 
Byzantine reliquary of the True Cross. However, 
only the embossed silver-gilt plate inside 15 
Byzantine, A small compartment at the centre 
designed to house the relic is now empty; И 
originally had a double-cross bar. Mary and St 
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John, standing at the foot of the cross, and the 
two angels above it, conform to the iconography 
of the Byzantine True Cross reliquary, though 
such a composition was usually reserved for the 
decoration af the lid, not the interior. The 
figure and drapery style is characteristic of 
Constantinople in the tenth and eleventh 
centuries, and very close to eleventh-century 
painting, like the Gospels in the Bibliotheque 
nationale, Paris, gr. 64, a masterpiece of this style, 

attnbuted to the deni century, 

The wooden core, the framework with 
alternating panels of filigree and panels of 
champleé enamel on gilded copper, the reverse 
decorated with foliage in brown varnish, the 
lid wath a large cross of jewelled filigree on a 
background of smooth metal, are all work of a 
Western goldsmith working in the Rhine and 
Meuse region in the early thirteenth century, 
in close relationship with such works as the St- 
Matthias Truce Cross reliquary in Гпег, around 
1220, and the famous Hugo d'Oignies' book- 
binding in Namur, around 1230 (Cologne 1985, 
н 4t, and Cologne 1072, м 6/7). It is very likely 
that the Byzantine plaque is all that remains of 
а True Cross reliquary brought back from the 
Fourth Crusade. The fact that this reliquary was 
designed in imitation of a Byzantine True Cross 
onc, and the care taken to conserve the orginal 
central element did gave a clear indication of 

the prestigious origins of the relic in the eyes of its 
new owners, and must have acted as a guarantee 
of its authenticity. 


Јачи DURAND 
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Two-sided icon with the Virgin Hodegetria 
and the Man of Sorrows 

Kastoria, last quarter of twelfth century 

Egg tempera on wood, 115 x 77.5 ጆ ጓጓ cm 


Везагпин 316%), Karma 
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This double-sided icon from Kastoria had a 
specific liturgical use. It was a processional icon 
made to be used during the Passion service on 
Good Friday. 

The front side has the Virgin and Child in 
the Hodegetria type. She wears а deep-purple 
maphorion with folds in a darker shade, and a 
decp-blue himation, trimmed with two gold 
braids. The Christ Child, likewise in frontal pose, 
wrars an orange chiton and a greyish brown 
himation, He holds in his left hand a closed 
scroll and gives a benediction with his right, In 
the upper part of the icon, rwo venerating angels, 
in bust and in miniature, symrnetrically flank the 
Theotokos. They wear a white chiton and a deep- 
purple himation. The figures are painted on an 
ochre-yellow ground which imitates gold, and 





they are framed by à red band. Silver haloes аге 
also found in wwelfih-century icons from Cyprus 
On the back Christ is shown lifeless and 
naked, with а cross-inscribed halo, in front of the 
Cross against a blue ground. Visible above is the 
inscription: (ВАСИЛЕҮС THC AOZHC (King of 
Glory) and on the right of the vertical arm of the 
Cross are the abbreviations: IC XC (Jesus Christ), 
Christ as the Man of Sorrows or King of Glory 
15 à new subject, first found in the ር leventh century 
in several media (Pallas 1965, p.201). This is the 
earliest example of it in а processional icon, Tt is 
a startling and emotional icon for showing Christ 
both dead and in glory, and so scen at the time 
between the Crucifixion and the Resurrection, 
This moment is symbolically represented in the 
Byzantine liturgy, and is here portrayed for display 
at the annual commemoration of the Crucifixion 
on Good Friday (Pallas 1965, pp.197 and 280-2: 
Belting 1980~ 81, p.5). 
Parallels for the Virgin, whose face looks 
fearful for the future fate of her son, are found 
in late twelfth-century painting, as in the icon 
of the Virgin in the Hermitage (Enkleistra) of 
St Neophytos (¢.1183) in Cyprus (Papageorgiou | 


1991, pl.27). Similarly the linear rendering of Г | 
the hair and the beard of Christ appears in late | 
twelfth-century works, such as Christ from the E 


Lamentation in the Church of the 55, Anargyroi 
at Kastoria (c. 1180) (Pelekanidis and Chatzidakis. | 
1984, p.33, pl.12). 
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UMBRIAN ARTIST, (.1250—60 

Diptych with the Virgin and Child and the Man ብ 
af Sorrous 


Egg tempera and gold on panel, left wing 32.2 x 22.8 cmi; 
nght wing 32.4 н 22.8 cm 
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This diptych is the earliest surviving Italian | 
cxample of the Man of Sorrows paired with the 
Virgin and Child, а combination that became. 
popular in devotional works throughout Western. 
Europe (Panofsky 1927; Kermer 1967; Belting 
19905; Ridderbos 1998). The Man of Sorrows 
panel, formerly in the Stoclet Collection, was 
initially attributed to Giunta Pisano (Van ኣር Ч 
1929, p.316; Lion-Goldschmidt 1 and | 
4... с1300 Таныг 1949, 


1998, no.a67). Foll g the disco of the Р” 
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Ре i consistency of technique and materials 
quin ዘ panels. The artist worked confidently, 
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inary drawing incised in the gesso ground. 

This det ailed planning may indicate transfer of 
details from a model. The diptych probably 
lements derived from one or more 


prehin 


combines € 


Ву? ае 
than following 3 single prototype. The same 


pairing appears on the late twelfth-century 
double-sided icon at Kastora (cat. 240). 

The use of art to stimulate affective piety 
was favoured among the orders of friars, often 
employing modified versions of images from the 
Byzantine repertoire (Van Os 1978; Belting 19908; 
Derbes and Хей 2004). The diptych was probably 
produced by an artist with connections to Assisi, 
the Franciscan headquarters, in a Byzantinising 
style found in many works ~ especially crucifixes = 
made for Franciscan houses in Umbria, Emilia- 
Romagna and the Marche (Cannon 1999; 
Cannon 2002, рр.576- 8; Bologna 2000, рр.186- 
203). The diptych was well suited to Franciscan 
concerns: in earlier Byzantine images the forearms 
of the Man of Sorrows are not visible, but here 
they are shown crossed, as became common, with 
hands placed unusually high on the chest, a pose 
redolent of prayer gestures and the laying-out of 
the dead, which made visible the wounds recalled. 
in the stigmata of St Francis (although no pigment 
marking the wound in Christ's side is now visible) 
(Хей 1999, pp.87—90). The Virgin's 
loreknowledge of the future suffering of her child 
(prolepsis), indicated by her sorrowful expression 
and gesture, is heightened by the proximity of the 
dead Christ, towards whom she also gestures and. 
inclines her head. The devotee’s close-up view. of 
Christ is made more disturbing by the acti tions of 
the hovering bust-length angels, who: cover ‘their 
eyes to avoid the terrible spectacle here openly 
presented. 
JOANNA CANNON 


or Byzantine-influe need works rather 
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FRANCESCO DA PISA (7) (fl. 1298-1301) 4 
Deisis with St Catherine of Alexandria and. 
Si Sylvester 


Second half of thirteenth century | 
Tempera and Мн پت‎ 





behind the altar, and по! а ‘paliotto’ to judge by 
its cusped form — is said to have come from the 
Church of San Silvestro in Pisa. This provenance 
certainly fits with its iconography, presenting 
Sylvester on the left side and, on the opposite side, 
St Catherine, who enjoyed particular popularity 
in this church. The gradual deterioration of the 
painting forced Domenico Fiscali, working around 
1900, to restore the panel, detaching the painted 
surface and transferring it onto à metal framework 
with Gothic arches, Nearly a century later, in 
about 1990, the painted surface had to be 
transferred once again to a panel, Fiscali's metal 
support having rusted and contributed to the 
flaking of the paint. 

These vicissitudes mean that today the sides 
of the panel are best preserved. Scholars are still 
debating its authorship, although a possible 
candidate can be indentified with Francesco 
da Pisa, who realised — according to Alessio 
Monciatti = the figure of Christ in the mosaic 
in the apse of Pisa Cathedral. 

Pisan art in the second half of the thirteenth 
century shows considerable knowledge of 
Byzantium, thanks to the presence of Pisan 
merchants in many Eastern cities having, for 
example, their own quarter in Constantinople. 
There is evidence that Byzantine artists worked 
in Pisa, as they also did in Genoa, Venice and 
other parts of Italy. A similarly shaped panel with 
an extended Deisis can be found in the collection 
of the Holy Monastery of St Catherine, Sinai; in 


this case scholars think that the work was made by 
a Western (‘Veneto-Byzantine’) artist to act as ап 


epistyle for a chapel in the monastery used Бу 
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Processional cross with Crucifixion on both sides 


Thirteenth century 
Tempera and gold on poplar wood, 113 = 85 cm 
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This is а striking example of Byzantine 

influence on Western art, with a Crucifixion that 
dramatically emphasises the dead and sagging 
body of Christ. This iconography developed first 


11 Byzantium at the beginning of the thirteenth 
century, with a notable version in а wall painting 


at Studenica dating from around 1209. In the 
second half of the century, Cimabue developed 
this emotional imagery still further. The Italian 
versions of the Crucifixion differed from the 
Byzantine ones in having three nails (not four) 


to fix the body to the Cross, and emphasising the 
pain and suffering of Christ. 

The double-sided processional cross is a Галу 
recent discovery. It was in the Church of San 
Paolo a Ripa d'Arno in the second half of the 
nineteenth century and after several moves it was 
deposited in the Museo Civico, Pisa, around 1940. 
At that time the cross was restored and only 
afterwards was it possible to detect that the back 
had been entirely repainted. Before this 
restoration Péleo Bacci assigned the cross to 
Giunta Pisano (or Giunta Pisanus Сари as he 
signed himself), and this attribution met with 
broad approval (Тосяса, Sandberg, Vavala, 
Longhi), apart from Garrison, who ascribed it to 
the Pisan School between 1260 and 1270. Since 
then, Carli has maintained the attribution to 
Giunta (comparing it with the signed cross from 
the Church of San Катетппа, now also in the 
Museo di San Matteo), Giunta was one of the 
most influential painters in the first half of the 
thirteenth century, and he 15 known to have signed 
four painted crosses, He was patronised by the 
Franciscans, and he gained an eminent position 
among other artists, similar to that later enjoyed 
by Cimabue and Giotto. 

Recently some scholars have disagreed with 
the traditional attribution: in 1991 Tartuferi 
ascribed the cross to a follower of Giunta, the so- 
called Maestro di San Paolo а Ripa d'Arno, and 
іп 2004 Testi Cristiani considered it the work of 
another pupil of Giunta. 


MABLAGIULLA BUBRESI АМТ ЭН ЕЭ CARLETTI 
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Тпргусћ with Virgin and Child enthroned with 
angels and saints 

Мае in kaly, possibly at Rome, Naples or Siena, between с. 
1315 and c rgo 

Egg tempera with он! on gaso, canvas and wood, painted іп 
red on verso, 39. 7 = 27.9 ст (open) 
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This triptych is notable for Из 0807 
Byzantine and Italian styles and iconography. It is 
similar in this respect to the Sterbini diptych now 
at Rome, a ітіргуеһ at Messina, and the Virgin 
and Child sent to Cambrai from Rome in 1440 
(Garrison 1949, cats 65, 79-2, 120, 2475 Shorr мі 
1054, рр-94 103; Jääskinen 1971, pp-149- 75; Zeri 
and Cicala 1992, рр.55- 6; New York 2004, рр. 
582—4). Some features and the representations of 
55. Kosmas and Damianos, Michael, Nicholas, 
Anthony Abbot, George, Margaret, Theodosia of 
Constantinople and Catherine of Alexandria point 
to a training in the Eastern Mediterranean 
(Schmidt 2005, fig.212). But other clements reves 
familiarity with Sienese painting. The 1 
representation of the Virgin and Child closely 
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Rita. 





follows that of Duccio's Маска and small 
tabernacles made at Siena in its wake (Stubblebine 
1970, vola, hes 47, 216, 235, 248, 257 - ба, 266). 
One such rriprych apparently belonged to Peter of 
Anjou (brother of King Robert of Naples), who 
lived at Siena between 1414 and 1415 (Maginnis 
2001, p. 148; Schmidt 2005, pp. 242 - 4). Peter had 
another brother, Philip, Prince of Taranto, who 
marned Catherine de Valois Courtenay, titular 
Empress of Constantinople. Perhaps this triptych, 
with из castern versions of Margaret, Theodosia 
and Catherine, was made for this couple (Lock 
1995, рр.00- 7, з60- 1). This might explain the 
choice of SS. Francis, Dominic and Louis of 
Toulouse, the newly canonised brother of Robert, 
Peter and Philip. The same painter may also have 
produced the Sterbini diptych, which includes 

St Lawrence, titular saint of the Franciscan 
church at Naples, Philip, a popular Angevin 
sunt, and St Louis of Toulouse, 

In conclusion, this hybrid triptych was 
probably made by a Greek painter working in 
Italy for the Angevin rulers of the Kingdom of 
Naples (London 1994, p.206; Kosztolnyik 1996, 
рр.249- 54; Acheimastou-Potamianou 1998, 
рр.04- 7: L'Europe тоот, pp. 153-235). 
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Jeon with the Virgin and Child, Church 

Feasts and Saints 

Venice (5, mid-founecnth century 

Egg tempera оп wood, succo, gold glass 43 = 30 ። ፤ cm 
Bonak) Мыннан, سومان‎ ipu عم‎ 
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The central panel shows the Virgin Eleousa 
holding the Christ Child. This ts crowned by 

an arch resting on thin, spiral semi-columns. 
The spandrels of the arch are covered by two 
medallions of the Evangelists Luke and Matthew 
and acanthus leaves at the edges, all of which are 
made in the gold glass technique (verre ёд от. 
The entire composition 15 surrounded by a 

wide frame divided into twenty rectangular 
compartments, in which ten of the Great Feasts 
alternate with busts of Apostles. 

This icon represents a unique combination of 
different techniques on a single wooden surface: 
сүр tempera for the central representation of the 
Virgin and Child and the busts of the Apostles, 
gold glass for the Evangelists on the spandrels and 
relief stucco for the Great Feasts, The techniques 
of gold glass and relief stucco were in use in Italy 
at the time, while egg tempera is the traditional 
technique for icon painting. 

In this panel iconographic and stylistic 
features of Late Byzantine painting are combined 
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with elements drawn from Italian and particularly 
Venetian art. For example, the rendering of the 
Virgin's face with its taut skin, almond-shaped 
eyes, arched eyebrows, her punched halo and 
some features of her dress are all to be found in 
fourteenth-century Venetian painting, especially 
in the work of Paolo Veneziano (Muraro 1070, 
рр-116-17, pls 120-1), Technical analysis has 
shown that the priming of the panel was in the 
two-layer gesso technique (gesso grosso and gesso 
sottile) commonly pracused im central and north 
Italy. By contrast, the posture of the Child finds its 
parallel in an icon of the Virgin and Child in the 
Philotheou monastery on Mount Athos, dated to 
the middle of the fourteenth century (Tsigandas 
1992, p.654. pl.355) and the iconography of the 
Great Feasts on the frame is identical with that 

on the silver revetment of an icon of the Virgin 
Hodegetria in Vatopedi monastery on Mount 
Athos, dated to the first decades of the fourteenth 
century (Tagandas and Loverdou- Tsgarida 2006, 
pp. رم‎ 17. figs 234 - 6, 240-7). 

All these elements may suggest that the pancl 

was produced in а Venetian workshop, but by a 
Byzantine painter, who was better acquainted 
with Byzantine than with Venetian traditions. 
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Icon with Virgin and Child 

Micl-thirteenth cennary 

Tempera and гейі on poplar, 89.3 x 50-7 cm 

Misco Хагинміс di Зал Matern, Bisa, inv no 5 
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This рапс! entered the Museo Civico, Pisa, in 
1861 from the Benedictine monastery of San 
Matteo. It may be the рапс! listed by Marianini as 
а ‘Greco-Pisan’ painting; Lanfredini uses the same 
definition, adding that it is in “very poor condition 
- panel broken’. This break corresponds today 
with a vertical gap dividing the icon in twa. The 
figures are painted on a thick panel with a gilded 
background; the frame projects slightly and is 
carved from the same wood. At the top are the 
abbreviations in Greek of ‘Mother of God", On 
the lower frame traces of the artist's signature 
remain; this has been variously interpreted and 
corresponds more ог less to: "М|лсивт|Е(в| out 
VOCATUR F[,..]SINELLUS МЕ rPixxrr'. The name of 
the painter 18 fragmented by the vertical split, but 
no possible completion of the name corresponds 
to any known artist of the time. Perhaps for this 
reason scholars have sought stylistic links in 
diverse geographical locations, predominantly 
around Lucca. Following Garrison, Ragghianti 
identified stylistic features close to those of the 
Масиго delle Oblate, active in the first half of the 
thirteenth century, Carli sees similarities with the 





Madonna di sotto gli Organi (tig.41), venerated in 
Pisa Cathedral and traditionally ascribed to 
Berlinghiero. The origins of this icon ክኩ айко 
difficult to determine because of the strong 
Byzantine content im the art of Western Tuscan 
in the thirteenth century, Carli maintains that Ч. 
icon and the one in the cathedral are both Pisan 
The presence of inscriptions in both Latin and 
Greek seems to confirm these evaluations, placin 
the present work at a crossroad between : 
Byzantium and the West. 


MARIAGIULIA BURWESI АКО LORENZO CARLETTI 
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GENTILE BELLINI (d. 1507) 


Cardinal Bessanon and Two Members af the Scuola della 
Canta іп Prayer with the Bessarion Religuary 


Venice, 1422-74 
Egg tempera with gold and silver on panel, 102.3 х 97.9 cm 
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The painting depicts Cardinal Bessarion in 
profile, on the left, kneeling in prayer before 
the Byzantine reliquary of the True Cross 
(Schioppalalba 1767; Fogolari 1922—23; Frolow | 
1961, no.872, рр.563—5, Venice 1994, рр.369— (| 
78), which he donated to one of the most ancient | 
Venetian confraternites, the Scuola Grande di 
Santa Maria dei Battuti della Carità. Two 
brothers wearing the insignia and the habits of | 
the Scuola pray on the right. They have been 
identified as the Guardian Grande and the 
Vicario of the Scuola, Ulisse Aliotto and Andrea | 
della Sega, key figures for its acquisition (London 
20054, no.6, p.38). | 
After playing a key role in the Council of 
Ferrara-Florence (1439) аз a leader of the pro- | 
Unionists, Johannes Bessarion (Trebizond, 
1399/1400? - Ravenna, 1472), the eminent 
Greck theologian and scholar of prodigious 
literary activity, converted to Catholicism апа | 
was appointed Cardinal of the title of the Twelve 
Holy Apostles. Although twice a candidate for the 
papacy, he made his greatest impact in the West 
as a scholar with vast philosophical erudition, - 
head of an ‘academy’ in Rome and systematic 
manuscript collector, 
. The reliquary was formally donated to the | 
Candin 09 49 August 1463 to mark the | 
СА Eclection ах a member of the Scuola but | 
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ре Venetian-style metalwork, in the 
i *slbergo (meeting-room), Bellini's 


үс commissioned as tlie door of the 


үи V DER 
Р that housed the precious gilt (two 


pem qill visible on the righi) and 

Las such until 1744 (Moschini Marconi 
6, p.192). Che picture, just like the 
[length portrait of the Cardinal, 
Bellini too which decorated the 

is stolen іп 1540 (Mosc hint Marconi 


uev holes i 
functione 
1055 по. 21 
original hal 
atibuted Lo 

erga but we 
we 347, pp. 200 7 1), pays tribute ፳ [ከር 
Venetian rather than the Byzantine history of the 
герцагу a5 well as to the individuals associated 
with it (Cutler 19954, рр-257” 8), 

Bellini, a master 1 portraiture fascinated 

with the legend of the True Cross and eastern 
iconagraphy, depicts Cardinal Bessarion, 
identified by his bulbous nose and long beard, 
in black monastic garments of the Orthodox 
church and the reliquary virtually its actual size. 
However, the sliding lid, a fourteenth-century 
Constantinopolitan (?) Crucifixion icon (New 
York 2004, no.325, рр.549-1) with later silver 
revetments, has not been depicted. 


DIMITRA KOTCOULA 
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Wall mosaic with head of an angel 

Torcello, second half of eleventh century 

Монг, 31.6 × 24.6 cm 

5 Louvre, | [ [ ^ 
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This fragment, which has undergone almost no 

repairs, comes from the west wall of Santa Maria 

Assunta, T'orcello, in the Venetian lagoon, The 

wall has a monumental composition of the Last 

Judgment. This fragment belonged in the third 

row fram the top where, on cither side of the 

Deisis, angels! heads appeared behind the seated. 


Apostles, The two arcs of a circle surviving behind 


cach side of the angel's neck correspond to the | 
haloes of the two Apostles between whose heads 
the angel emerged. Like a number of other 
fragments from Torcello, the Louvre head was 
removed during the restoration of the west wall 
in the second half of the nineteenth century | 
(Andreescu 1976, 1981, 2004), Some heads were 
taken down and replaced with copies; the copies. 
were later removed in their turn and replaced by 
the original if available. But some of the originals, 
including the Louvre head, were plundered by the 
mosaic workers who had no compunction in 
removing some of the copies as well (Andreescu 
1972 and root) кем 7777 
Andreescu has identified various phases in 
Ше Last Judgment mosaics; the first campaign 
was carried out by a Constantinopolitan workshop 
in the second half of the eleventh century and the 
Louvre head belongs to this campaign. Later 
айт were carried ош by Italian mosaicists, 


campaigns were carri 








This powerful piece possesses the qualities of 
the finest pieces produced by the workshops of 
Constantinople in the middle and latter half of 
the eleventh century, for example the celebrated 
panel of Constantine IX Monomachus and Zoé 
in St Sophia, or the mosaics at Оар (с, (100) 
and Hosios Loukas, The technique and the 
shading of the colours are similar to those 

used on the angel of the Annunciation on the 
triumphal arch in St Sophia, Kiev, a building 
begun in 1037 with mosaics by Byzantine artists 
of the middle or second half of the eleventh 
century. The angel of Kiev and the angel of 
Torcello are almost contemporary; they illustrate 
the wide geographical area covered by the 
workshops of Constantinople. 


Анна DURAND 
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Wall painting with St Catherine 

1933-34 

Detached fresco, 211 м 67 ۳٥ 

The НгЕстіс Мінімтү of Сире, Dyan ван Chrann እ]. 
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Charridakis 
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The fresco of St Catherine was located on the 
south side of the templon-screen in the north side 
chapel of the Cave Monastery, and identified by 
the inscription H ATIA (AIKAT)EPINA (Mouriki 
1973—74, p.99, pL xxvm). St Catherine is shown 
full length and turned in supplication towards the 
sanctuary, She wears a crown, earrings and 
luxurious imperial raiment, with a gem-studded 
(тог and а thorakion as a kind of shield, as befits 
her aristocratic origin. 

This work, which refers to the art of portable 


icons, is appropriate to the votive role of the 


portrait, stressing the eschatological character 


cof the decoration in this funerary chapel. It 


represents a conservative trend in painting, 


characterised by the survival of iconographic and 
stylistic elements of Komnenian tradition (Mouriki 


1973-74, pp-106—7, 110-11, 113). The style echoes 


aesthetic conceptions of the twelfth century 


(Mouriki 1973—74, p. 106; Chatzidakis 2000, p. 


368), showing how artists іп thirteenth-century 


Greece looked back to this period for inspiration 


within a world dominated by Westerners, who 


had taken over the region after the Sack of 


‘Constantinople in 1204. A similar conception in 


painting is found in the north side chapel in the 
narthex of the Church of the Virgin at Studenica 
and in creations of local workshops, such as in а 
group of wall paintings in the Church of 5t Peter 
at Kalyvia Kouvara in Attica (Mounki 1973 74. 
pp.107, 111; Florence 1986, p.50; Chatzidakis 
2000, p.268). 


MENE THEOCHABROPOULOU 
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Funerary cloth with Othon de Grandon and 

the Virgin and Christ 

Cyprus, last quarter of the thirteenth century 

Embroidered taffeta 3841 silk, 88 « 328 cm 

Нина hes Мырат, Berne 

racwvrmasCE Lausanne Сайцаїги 
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Improperly labelled as an 'antependium', this 
embroidered silk was originally meant as à 
funerary cloth, used to embellish Ше canopied 
tomb of the knight Othon de Grandson (1240— 
1328) in the choir of Lausanne Cathedral. 
Grandson was a prominent local aristocrat, 

who had been involved in the events connected 
го the Гай, m r291, of the last Latin stronghold in 
Palestine, the port of Acre, from where he fled to 
Cyprus; he later served as a diplomat for King 
Edward I of England. He is seen here kneeling 
and with jomed hands in the act of recommending 
his soul to the mediation of the Virgin Mary, wha 
sits оп a throne with Christ on her left arm and 

is flanked by two censing angels. 

On technical grounds the silk is 

characterised by an extensive use of a gilded silver 
thread, whereas its stylistic, iconographic and 
compositional features are essentially borrowed 
from Byzantine tradition, although combined with 
minor details of Western origins, such as the 
representation of the kneeling donor and his coat- 
of-arms. Such unusual features have encouraged 
scholars to recognise this item as one of the de 
luxe textiles exported from Cyprus throughout 
Europe in the late Middle Ages, and recorded by 
cathedral inventories in Western countries as 
works of opus Cyprense. The only other example 
of a medieval Сурпки textile that has been 
recognised by scholars is the large embroidered 
antependium offered to Pisa Cathedral in 1325 by 
the Latin archbishop of Nicosia, John of Conti, 
currently in the Museo dell'Opera del Duomo in 
Pisa. That textile, displaying an essentially Gothic 
imagery interspersed with quotations from 
Byzantine iconography, points to the wealth of 
models on which Cypriot artists were able to draw 
for inspiration in order to satisfy their Latin and 
Greek patrons. 


MICHELE BACCH 
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Glazed bowl with a representation 

of a hsh 

Cyprus, Paphos region, first half of the thirteenth century 
Clay, lead-glaze, height 9.3 بھی‎ diameter 17 cm; 
diameter of base 6,8 сти 

танца Mna ра] Museum, Nicosia, ілі тп а зиме ата 

LECTED Maasi Pajama akir мз, ныз фи, рс 


Те сегапис fabric is red and rather rough and 
hard. The vase has a carinated body and a foot 


CATALOGUE ENTRIES 254-257 
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with upward-turned rng base, The body has 
slightly curing walls that form an angle with the 
stright nm. Incised on the coat of white slip on 
the inside surface is an impressive large fish, Its 
bady іе curved; in hine with the edge of the 
botom, and it has a forked tal, The head, which 
follows on frem the body, ends in triangular 
mouthparts and has one large, wide-open eye. 

A spiralling lime denotes the scales on the body, 
Incised in the held is a fusiform or spindle-like 
motif with cross-hatching. The craftsperson's skill 
in fitting the Agure of dhe fish imo the circular 
surface of the bottom of the bowl is particularly 
noteworthy. Brownish-yellow and green brush 
strokes enliven the 407ሻ/8/6 decoration, 

Fish are frequently found as decorative 
subjects on Byzantine vases, particularly those of 
the Middle Byzantine period. Some of the best- 
known vases with Периспопз of fish were those 
that were part of the cargo of a ship that sank off 
the island of Castellorizo in the carly thinteenth 
century (Philotheou and Michaslidou 1980. 
Around the outside of the bowl there are slip- 
painted wavy and spiralling lines. The inside 
ol the bowl has a green-tinged glaze, while 
the outside has a yellow glaze. 

Features such as the texture of the ceramic 
fabric and its shape and decoration indicate 
that Пих vase 15 а product of the Paphos 
workshops in south-western Cyprus. 


ПИМЕТНА ГАГАХГЫГН А-ПАКТЕТУІ 
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Glazed bowl with а representation of a Гаїсопст 


Cyprus, Lapithos region, carly fifteenth century 
Clay, сай glaze, height 9.8 cm; diameter 13.8 cmn; diameter 
ol Leer 7.3 cm 


[በኔ Хинигцрай Muumi. Миша. 885. тип. в eri hind 

brkati aha apania- ሽሐክጠጩ товч, no 7. ዮ 17 

The ceramic fabric is ochre brown and rather 
fine-grained. The vase is of carinated shape, 
having a raised foot with Haring ong base, and 
a body with curving sides forming an angle with 
the hugh мган и rim. Represented in fine agraffito 
on the white slip coaung both the inside and the 
outside is а falconer with his falcon. He turns 
slightly towards the bird and wears a long cloak 
down to his knees. His hands are not visible 

but are implied beneath his cloak, which ts 
decorated with alternating wavy and straight 
lines. The figure has short curly hair and large 
eyes. Inscribed in the field behind him is a volute 
guilloche. Around the inside face of the rim runs 
а narrow band with a wavy linc, and the outside 
surface 15 covered by a wide band with double 
guilloche and convoluted hatching in the 
interstices. Alternating yellow and green brush 
strokes variegate the кте оз decoration. Features 
of the clay and the Бо в shape and decoration 
mean that the bowl can be atinibuted to the 
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workshops at Lapithos, in the foothills of the 
Pentadakeylos mountain range in northern 
Cyprus, 

Hunting with birds of prey was a particularly 
popular sport in the Middle Ages. From 
information gleaned mainly from the texts of 
travellers, it seems that in the Medieval Kingdom 
of Cyprus (1101 1489) kings, courtiers and nobles 
kept and trained falcons for hunting. Scenes of 
hunting with falcons are not rare as decoration on 
Byzantine ceramics. One of the very well-known 
examples is а lalconer on à vase in the Mendes 
Collection, which ts dated to the thirteenth 
century (Papanikola-Bakirtzi 1980, በ0.ጓ) 


ІМММЕТПА ГАРАХ ЭГ А-НАКІНІ?І 
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Capital with angels 

1ከዘክ!ከ cemun 

Markle, 29.4 x جع‎ x 25.7 cm; diameter of base 21 cm 
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On this white marble column capital (intact with 
one side unworked) are represented in high relief 
three full-boched angels with outspread wings. 
Each wears a short, sleeved chiton tied at the 
wasi. The angel on the front holds two laurel 
wreaths in raised hands, while the angels on the 
two sides each hold a cross. In the spaces between 
them are filling mouls of acanthus leaves, 

The decoration of column capitals with 
heures in bust, on three or even all four sides is 
encountered in Byzantine sculptural works, 
mainly from Constantinople, dunng the thirteenth 
and fourteenth centuries (New York 2004, nos 50, 
545 55). However, on the column capital from 
Thebes, the rendering of the standing figures in 
vivid contrapposto, as И rotating, with the right leg 
te the fore and the left flexed towards the back, 
the luxunant wavy hair hanging freely on both 
shoulders, and the deep soft drapery of the 
garments, reveal a pronounced Westernising 
disposition and suggest an attribution to а 
workshop familiar with Western models. This 
phenomenon is observed both in paintings and 
in sculptures produced in the period of Latin rule. 
In analogous style are the ciborium arches with 
scenes from the Christological cycle (thirteenth 
century), which were found ш Athens and arc 
now housed in the Byzantine and Christian 
Museum (Papadopoulou 2002, figs 171, 173, 174), 
and the two arches adorning the north and the 
west vault of the Paregoritissa church in Arta 
(1204-96) (Papadopoulou 2002, figs 171, 174, 174). 

On the basis of the stylistic similarities 
between these three works, the capital can be 
dated to the thirteenth century, the early period of 
Latin rule in Thebes, This sculpted architectural 
clement, a random find in the modern Church of 
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St George, decorated a church that we 


15 possibly 
renovated in 1185 period by a Latin do 


Nor, д 
resident of the city, whose aesthetic preferences 


were adopted by the marble-carver, 
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The Melisende Psalter covers 


ከባ 22 x و۶ یا‎ cm, saber ан slk, 21.5X 4.5 cm 
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Surviving medieval ‘treasure’ bindings designed 
to embellish luxury books are extremely rare. 
These remarkable ivory covers and spine panel 
of embroidery appear to have been made for 

а psalter intended for Melisende (105-61), 
queen of the Crusader kingdom of Jerusalem, 
Entries in the psalter’s calendar recording the 
death of Melisende’s father, King Baldwin II 
(d. 1131), the third king of Jerusalem, and her 
husband, Fulk of Anjou (d. 1143), show her 
connection with the book and its probable date. 

The delicate silk panel used to adorn the - 
spine 15 decorated with small patterned crosses 
embroidered with silver and silk thread on a 
monochrome white textile. In materials and 
technique it is typical of twelfth-century 
Byzantine embroidery, 

The ivory covers are elaborately carved, and | 
include sophisticated iconography relating to the - 
contents and the owner of the manuscript. The 
upper cover includes six scenes from the life of 
David, who in the medieval period was considered. 
to be the author of the Psalms. In the centre of the | 
panel David prepares to fling a stone at Goliath, | 
and then receives Goliath’s sword from the prani 
Abimelech. Interwoven between the six < 
medallions are struggles between personifications | 
of virtues and vices. For example, just below the о 
Goliath episode Fortitudo (Fortitude) in armour, 
drives his spear through Агана (Avarice). 

On the lower ivory cover a king carries الات‎ 
Ше Six Согрога! Works of Mercy listed in 
Matthew xxv, 35—36, apparently the earliest | 
representation of these acts in Christian art. In thé 
lowest pair of medallions the king visits a sick man 
sitting up in bed and a prisoner with stocks on his 
arms and legs. In each scene the king is attired صا‎ | 
a different type of i imperial Byzantine costume, — 


indicative of the many cross-cultural currents 
present in this ex 


its covers. 
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[he Four Gospels, folio 55! 

trainning of the ініні century‏ ا 
шир"‏ 


хура! 
ын یں‎ hirl, 33.5 ۷ھ‎ 


gie ги! 14 
ሾህ, Сог moriam гэ Н 5) 


" kde | ган 
найн у цана rom рық ЕРТІЛЕУ 2 
i የዛ 
үйлс ke Rm 
Nm 8. шығам pp а} i, Pani аЙ, гик 1, Paris Ми. 
ТТЕ ET = сі New Vik quang, ቦካ ካጤ ын т 
à i P d : 


«sumptuous bilingual edition of the four 
produced in Constantinople at the end 
чий century, is remarkable on 


Пи 
ta M 3] | A 


of the 01 
than one score. И is one of the few Late 


ee versions of the Gospels to be illustrated 
iliroughout: in addition to the portraits of the four 
Evangelists, сас h oc cupying a whole page, the text 
al the Gospels is illustrated with 2 maniatures and 
there are а further 30 miniatures which are either 
unfinished or whose execution has been prepared 
by the drawing of a [rame which has never been 
filled. The incompleteness of the illustranon 
aflords a glimpse of i he varicus stages in the work 
af the artists, from the sketching in of the outline 
of the miniature to the final coat of paint, taking 
im the working drawing and the application of 
gold leal. The presentation of the text 15 no less 
original. It is arranged over two columns: the left- 
hand column, the wider of the two, is reserved for 
the Greck text; the right-hand column contains 
the Latin translation but is incomplete = the whole 
of St Luke's Gospel and part of St John's Gospel 
are missing, Four colours have been used for the 
writing of the text: light red for narrative, dark red 
for the words of Christ, blue for quotations from 
the Old Testament and the words of Christ's. 
disciples, dark brown for the works of the 
Pharisees, Judas and others, This highly original 
system has not, however, been applied coherently 
throughout the whole text. The backward-looking 
Greck writing, characteristic of the first decades of 
the dynasty of the Palaiologoi, shows that the 
manuscript was copied in Constantinople; it was 
undoubtedly intended for a high-ranking person 
of Latin origin. 

CHRISTLAN PORSTEL 
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Missal with Crucifixion, folio 1910 

Varchmeni, 32 » 24 cm >= 

үр 
А С Pa sent ка писа መ) ኣዊ oes, на 4. рр. 7 


The gig miniature with the Crucifixion 
(fol. тото) follows the Byzantine | formula ofa 
slumped, dead Christ which was incorporated into 
Italian ап by Giunta Pisano (cat 240) bk it 
dive በ tium. by accepting enew 
ӨВ) iconography of three rather 
than four nails for affixing Christ to the Cross. 
The artist has. acquired. a knowledge of Byzantine 





art which is now known to us through the 
thirteenth-century wall paintings of the Balkans, 
such ая these in Milesevo and Sopocani; he also 
knows the work of northern Italian art of the same 
period, and was presumably trained there before 
he travelled to the Бая, The Latin script of the 
missal is written by a French hand, and other 
miniatures in the book (angels adoring the bust of 
Christ in à clypeus, four Initials with the Nativity, 
Kesurrection, and two scenes of the Eucharistic 
liturgy) may have been done also by other 
illuminators within the same workshop. 
The Perugia Missal was the pivotal evidence 
in Buchthal's revisionist study of “Crusader Art’ 
іп 1957, 85 of all the manuscripts that he wanted to 
attribute to Western artists working in the Holy 
Land this was the only one with a documentary 
clue: the calendar entry for 4 July, "Dedicatio 
ecclesie acconensis', a clear indication that the 
manuscript was intended for use in a church at 
Acre (Akko). The manuscript reveals the 
composite nature of art in Acre, capital of the 
Crusader kingdom of Jerusalem (or kingdom of 
Acre), after that city was lost in 1187 and until it 
too fell to the Arabs in 1291. A feature of this 
manuscript and others produced in the city were 
their interweaving of traditions from East and 
West. Striking similarities between this Bible and 
the St Francis frescoes in the Kalenderhane Cami 


in Constantinople (shortly before 1261) testify 


significantly to the broad geography of this 
‘language’ which, on one side undoubtedly 
echoes specific Western areas, on the other 


side cannot be singled out with ‘attributions’ to 


masters active in France or in the Venetian arca. 

The presence of the missal in Perugia has 
been plausibly credited to the titular Patriarch 
of Jerusalem or ما‎ the Canons of the Holy 
Sepulchre: in the early fourteenth century the 
Canons moved from Barletta to Perugia. 
VALENTINO PAGE 





263 


GERMAN ARTIST (7), THIRTEENTH CENTURY 


Leaf from a model book, showing Christ and 


Zacchaeus, and St Theodore and St George 
‘Silverpoint and sepia with red ink on vellum, 36 ж 23 cm 


መ 


ERANG. dixvted На ny das E энд ا‎ PF ን 
ЯГ (бэл ወጻ he ачи, 
встрани. مر کسی‎ ч ionem lis, pi Wi, Арелана 


ባባዬ ጎዲ vira 1. 
Прие Да ት інде “ማው [የተ 45. New ей ና nas 3), р. ala 


14፡8, ላበጩጠ کس نوس‎ ell, درز‎ үл! 
бл 
"The upper half shows Christ and Zacchaeus, 
ах narrated by the Gospel of St Luke (хіх, 1-10). 
Upon Christ's entrance to Jericho the tax collector 
Zacchaeus climbed up a sycamore tree to get a 
better view. Zacchaeus is on top of a tree and 
Christ is talking to him, The Apostle Peter is 
following Christ and a second Apostle after him, 


811). Zona ፻ጩጩ тоғы Fols нил], 


of whom only а finger has remained, close to 
Peter's shoulder, The scene is drawn in silverpoint 
and the top of the tree has a greenish wash. Fol. та 
describes the scene ast ubi Zaechaeus in arbore 
(where Zacchaeus was in a tree), 

The lower half of the leaf shows two military 
saints оп horseback. An inseription above the halo 
of the night saint reads: Theodorus and a second 
inscription above the halo of the left saint reads: 
consodalis (companion). The name of this second 
saint is not specified in the index of fol. ia, in 
which the scene is described 35: Theodorus 
equitans cum alio (Theodore nding with another). 
This saint has been identified as St George оп 
the basis of his physiognomy and on the fact 
that St Theodere's companion saint is usually St 
George. This scene is drawn in sepia with red ink. 

The drawing with Christ and Zacchaeus 
probably copies a miniature, but most likely an 
icon was the model for the scene on the lower 
half St George of this drawing has been 
compared with the same saint on the British 
Museum icon (иту. по. 1984.6-1.1), which 15 
believed to have been painted by а Crusader 
artist, most possibly French (Folda in New York 
1997, p.482; Гог the icon see most recently 
Cormack 20074, pp.69 - 83, figs 41—3, and Folda 
2007). А similar representation of the two saints 
is to be found їп an icon at Sinai dated c 1260 
(New York 2004, по. 241, p.376 [J. Falda], Folda 
2007, ከጄ-8.2). 

As one of the three surviving leaves (fol. 1a) 
of this manuscript contains an index of 78 scenes 
from the Bible and lives of saints, it can be 
suggested that these leaves belong to a book af 
drawings mace by an itinerant artist. 

МАНГА Ч. АяЗ11-4К1 
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Commentary on Genesis with drawing of Christ, 
folie 1552 

Сурги (7), enp- 1225; Deen ly century 


Paint премина вени 

Tha Prosim най Е лэх ad ; Озан ma 68 y 

халлаггар eee Veimare ng zaur umr NI از‎ Qut nd "қ 
жала, баз 877 галт: Hurin ود‎ Dnm 


This manuscript has a long history. It was 
originally produced in the first half of the eleventh: 
century to include the Commentary of St John 
Chrysostom on Genesis [homilies 31-63) and had 
по illustrations but simple headbands at the 
beginning of each homily, In the late е АВ and 
the beginning of the thirteenth century 145 
drawings were added in the margins by several 
artists (112 drawings are preserved). In the fifteenth 
century the manuscript was in the hands of a 
certain Michael Frangopoulos; it seems to have 

Oxford by the late sixteenth century.‏ تح 

Hutter has suggested that the addition of the 
marginal drawings transformed it into а 'model 
book’ for use by artists in a workshop. The 
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drawings show single figures of saints, of Christ 
and of the Virgin, and they seem to сору Cypriot 
wall pamtings and icons. Folio 155v, which shows 
the bust of Christ in frontal pose, blessing and 
holding a scroll, has been compared with the 
thirteenth-century icon of Christ from the Church 
of the Virgin at Moutoullas (Hutter 1999, figs 28 - 
9). The almond-shaped, rolling eyes of Christ in 
both the icon and the drawing are a Westem 
feature and reflect historical circumstances and 
the presence of Westerners - Cyprus was ruled by 
the Lusignan dynasty from 1101, According to 
Hutter, whe has distinguished the hand of three 
artists in these drawings, Christ on folia 155v was 
produced by painter С, whom she considers 
slightly later in date than painters А and B. 

The drawings in the margins of the 
manuscript certainly give evidence of painters 
practising their skills by copying single 
representations of saints, This does not mean 
that и was à systematic reference set of models 
for other artists, but may simply show that the 
manuscript was considered handy for usc as 
a sketchbook. 


МАША ҮЛЗЗП-АКІ 
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The doors of the Church of San Salvatore 
de Birecto, Atrani 
1087 
Brass, 333 = 184 cm 
Church of سک‎ Зайлигих de^ Burch, Airani 
e а-у 
fungelucci нуйЯ, Polacco 1908, lanbi лыу) 
Today installed at the entrance of the Church 
of San Salvatore de Birecto in the small town of 
Atrani, near Amalh, these doors were orginally 
planned for San Sebastiano dei Mangani (an 
intriguing allusion to а Constantinopolitan site) in 
the same town. А Latin inscription informs us that 
Pantaleon, son of Pantaleon Viarecta, ordered the 
doors for the salvation of his soul in 1087. The 
doors have four silver-inlaid panels with images 
of Christ and the Virgin interceding, St Pantaleon, 
protector of the donor, and St Sebastian, titular 
saint of the church, for which the doors were 
originally commissioned. These four panels are 
centred within a field of foliate crosses. The doors 
should correctly be described as brass, and not 
bronze, since their main components are copper 
and zinc, with a small quantity of lead and tin 
(ап alloy known as aunealehum in Latin, since it 
closely resembles gold), Plates made of silver were 
inserted into the faces and hands of the figures, 
and niello was used to highlight the design and 
the drapery, and cinnabar for the shoes of the 
Virgin and the inscriptions. 

The programme substantially repeats that 
found on the doors of the Cathedral at Amalfi 
of 1065, the first of this type and the forerunner 


CATALOGUE ENTRIES 265—267 


of a number of other doors in South Italy and 
Venice. They are the model for the Atrani doors, 
with Christ and the interceding Virgin, plus the 
patron St Andrew and St Peter. However Ше 
Atrani doors have some slight but significant 
modificanons. The position of the Virgin, to the 
right of Christ, is more in line with traditional 
iconography of the Deisis, even if the image of 
Christ has a triumphal overtone, with his raised 
hand, Unlike the doors in Amalfi and elsewhere, 
the standing figures are here placed against a plain 
background, undoubtedly in imitation of the solid, 
plain surfaces of gold that were largely used in 
Byzantium. The image of St Sebastian in military 
garb fits his usual iconography, while the medical 
saint St Pantaleon, ts oddly presented as а bishop 
with an omophonon. This suggests that the 
inscriptions were added later, and that 

Pantaleon only became the patron after the 
doors were mace and adapted a different saint 

to be his own patron saint, 

Despite some roughness of design, it can 
hardly be doubted that the doors were produced 
in Constantinople, although this has been 
questioned. For such à commission, a patron from 
the Amalfi region could have easily turned to 
Constantinople, where the Amalfitani had a well- 
established colony, and where the Amalfi doors 
were made some twenty years earlier. 
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Embroidered icon with the miracle of the 
Haodegetria 

Moscow (2), 149 (2) 

Taffeta and damask, embroidered with gold and silver threads, 
051 кой ст 

в. ва‏ اعد 15454( 11,8ቪፎር፤ Мағына, Месия‏ رڈ 

ከበዛክ ፪ከሮ сойесцик of M. Farah, then of p Shehukim, esed‏ عو ہہ تہ 
مور the Sinir Hatori Минчип, Мана, in‏ 

тит RITUHEXIEX Cecrphana nyy) Мтавзуа iyi, fei ፳7 - 8, Exuresü 109%. 
page В. Frei Ша so. ppi دہ‎ ali. 1 эх 29፡4. рр 306-321; Мєн Үлгі 
ao, 5-15 рр. 3-3 0. Блесна), Dickow ахын 

We see not merely a procession but the famous 
‘Tuesday miraculous performance of the 
Hodegetria icon, which took place in 
Constantinople from the twelfth century tà 

1453. In the сетите, as in other depictions of this 
miracle, is an icon-bearer, stretching out his 
hands and carrying the heavy panel effortlessly, 
This is the miracle of the metamorphosis of the 
icon into a weightless image, which glided around 
the crowded square in front of the Hodegon 
monastery every Tuesday morning (Lidov 2004). 
The bearer and those around him wear the red 
garments of the confraternity of the Hodegetria 
icon, who alone could perform the Tuesday 


miracle. 


The paradox of this Russian embroidery 
15 that the miracle seems to take place not in 
Constantinople (by this date under Ottoman 


control), but in Moscow and in the presence of 


members of the princely family and of the Russian 
Church (Scepkina 1954). The three men in crown. 
shaped caps have been identified as the Grand 
Prince Ivan ІП, his son Vassili and his young 
grandson Dimitri. Only two of the three, Prince 
Ivan and his grandson, are depicted with a 
nimbus — a sign of royal status, This detail helps 
to date the textile to 1498, when the coronation 
of Dimitri took place (Еузесуа 1990). The 
iconography suggests a Muscovite performance 
of the ‘Tuesday miracle, unknown from any 
other sources, maybe to support Russia's claim 
to be the successor to the Byzantine Empire 
after its fall in 1453 (Lidov 2006). 

Perhaps the embroidery, designed to act as 
a cloth hanging beneath an icon (podea in Greek, 
podvesnaia pelena in Russian), adorned a replica 
of the Hodegetria icon of Constantinople, and 
was venerated in the Ascension Convent of the 
Kremlin in Moscow, One attribution of the 
embroidery 15 to the Kremlin workshop of the 
Grand Princess Helena Voloshanka (Maiasova 
1971). Both the Moscow attribution and the 
dating are controversial (Preobrazhenskii 2003). 
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Embroidered image of 8t George 


Moldavia, 1500 

Gold, silver and silk threads on red silk, transferred to 

red velvet, 125 ж 07 cm 

Malinal ናይን npe бай ቴፍ ини дасан хє 

канала: [ፐናዥበ[ና9] صا‎ the እቪክጠዉቨር፲ኘ of 84 George мона Zopaphani, Mouni | 
ыйыт, 150 በ; ‹ዐጠፎርዘየባ by Freh soldiers wander the заваа of General 
Машғығ Загтай, opib = ку; persier] tà عق‎ Kingler of Romania, 1417; ሰጥ! 
wi ihe Манай Агтаі {nere Мат») Milmar Касим), Bucharest, 15424; 

танй صا‎ ihe Малгай А асату عق‎ Baie a Homdnlel, Вси валути, eigi | 
SELECTED ацга: Конда ined, pp ayo- 1; hanin 1н, 13:15, piii 
Anoa. !جوا‎ Ellin цол, th گور‎ теті хай op Үлийн Ж 
pp ta- el; Тпене 1996, na Ge, р 54 - ዓ› м and тг (А. Plianescu), New York 
Taáunescu у Йегет ны, гит. 15, р. Ва, (А. Planes 


سس 
It was probably the Bulgarian-born metropolitan‏ 
of Suceava Theoktistos (d. 1478) who prompted‏ 
Prince Stephen the Great (1457-1504) to endow‏ 
the Bulgarian monastery of $t George (called‏ 
Zographou) on Mount Athos. In 1466 the‏ 
Moldavian ruler granted the monastery an‏ 
annuity and subsequently furnished it with a new‏ 
hospital and refectory (Nasturel 1986, pp.183793;. |‏ 
Marinescu and Merzimekis 2004), Neither‏ 
building stands today and many of Stephen's |‏ 
smaller gifts, for example two liturgical fans (New |‏ 
York 2004, по. ба, рр-142-3) and an illuminated.‏ 
Gospel-book (Vienna 2003, no. VLs, pp.362- 7),‏ 


1 
4 





are scattered abroad, 

The Slavonic inscription on this textile 
suggests that it was made special y for a ۹ 
foundation dedicated to St George: Сана 
and victorious great George, quick intercessor 
and kindly helper in troubles and misfortunes; 





kable jays [vie] to people in sorrow, accept 
15 ПЪН 1 | a 
эж is entreaty of your humble servant 


us also и 


тап! ЧИЙГ j Е 

| John Stephen, by God's grace Prince of the 
Lore, 49; ' , i 
wd of Moldavia, Preserve him from harm in this 
all 


oc and in the future through the prayers of those 
Ww nerate thee, so that we may glorily thee 
forever: 2 Originally, the embroidery must have 
been an ecclesiastice banner (labara) or à hanging 
podea) beneath a painted icon in the main 
Zographou church (compare REK, vol.5, cols 809- 
к) Ву 1898, the monks kept it in their pilgrim 
guestroom farchondarikion) and considered it the 
handiwork of Prince Stephen's daughter Helena 
icompare New York 2004, n0.195, pp.322- 3). 
&t George is usually depicted in East Christian 

art either standing or on horseback (Walter 2003, 
рр.123 34). Images of him enthroned аге гагс 

and must have originated in the Late Byzantine 
period (Philes 1855-757. по.266, val.t, p.119). 
Scveral examples of this composition are 

known from Moldavia (Sabados 2004- 05). 


(GEDRGE ፳፻. PARUPULOV 
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Mosaic panel of St Stephen 

۴3 

Mosaic, gold, glass and stone tesserae on plaster, 


233 # 134 х 11 cm 
scribed: О ለበር) CTESIANOC (St Stephen) 


58 Saphi of Kiev, Natonal camera Ana 
سیت‎ car chaines ле ጌን С: 
ireren вагевемска Lasares 106, pp] 14. New York ууу, pp-a- 
St Stephen is shown dressed as a deacon in a 
white sticharion with gold collar and hem, and 
огапоп over the left shoulder. He holds a gold 
and jewelled censer in his right hand; in his left 
hand, shielded by a red cloth, he holds a round 
box (pyxis). The background is gold, but he stands 
on a green ground with a strip of yellow above. 
Deacons, whose role is to assist priests in the 
liturgy, use censers to venerate Christ, the Mother 
of God and the saints depicted within the church 
and to expel evil spirits from the building. It has 
been suggested that the box Stephen holds 
contains bread for the Eucharist, as another job 
of deacons was to bring this to the altar, However, 
this would be a very unusual receptacle for 
Eucharistic bread, and it is also plausible that 
the box was an incense box used to replenish 
the seats НЭХ i 

The fragment is onc of several salvaged from | 
the Cathedral of St Michael of the Golden Domes 
in Kiev, which was destroyed in 1934- А few 
experts from the Mosaic Section of the Academy 
of Sciences in Leningrad (St Petersburg) and these 
are now housed in the Cathedral of St Sophia, 
Kiev, and the Tretyakov Gallery, Moscow. Other 
surviving fragments include, most spectacularly, 
the Communion of the Apostles, where Christ and 
accompanying angels ойег bread and wine to the 


Apostles, The mosaic of Stephen himself was 
originally located on the north face of the south 
pier facing the sanctuary. In addition to his role 
in the liturgy, his depiction here may relate to his 
importance as the first martyr and to the supposed 
arrival in Rus’ of the relic of his arm in the late 
eleventh or carly twelfth century, 

The Cathedral of St Michael was founded 
on ıı July 1108 by the Kievan prince Sviatopolk 
Tziaslavych and must have been completed before 
Арп 1114, when he was buried there. The title 
‘Golden Domes’ suggests that no expense was 
spared in building and decorating the cathedral. 
The exterior domes were gilded; inside the church 
was filled with mosaic in the central apse and, 
probably, the central dome, while the walls 
were covered with frescoes. 
Liz JAMES 
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Fresco copy from the King’s Church, 

Studenica monastery, with patrons and saints 
1314 (copied by Svetisiay Mandic, 20 January 1964) 
Tempera on canvas, 218 = 180 cm 

насын ханилсан مس لس‎ A ВИ пат, Raddi мет 

This section of the fresco decoration of the south 
wall of a chapel dedicated to SS. Joachim and 
Anna, parents of the Virgin Mary, represents the 
sponsorship and endowment of the church hy 
King Stefan Urol II Milutin in honour of the 
Enthroned Christ. King Stefan, who was born 
in 1253 and ruled Serbia from 1282 to 1321, 18 
shown with his fourth wife Queen Simonida, 
daughter of Andronikos II Palaiologos (1282- 
1328). His marriage to this Byzantine princess 

in 1299 was a diplomatic success in pacifying the 
Balkans and tensions between Byzantium and 


Serbia аза result of his aggressive campaigns into 


disputed territories. 

The imagery shows the appropriation of 
Byzantine models by the Serbian rulers: the king 
holds a model of the church, a formula often 
found in Byzantine church decorations, and 
both wear Byzantine-style royal vestments. An 
inscription identifies Simonida as ‘Simonida, by 
God's mercy, queen of Komnina Palaiologina'. 


She is painted with a flat, oval face with high 


arched eyebrows and a small nose and mouth. 
This is a formula for conveying the idea of 

elegance and royalty in painted portraits of the 
twelfth century in Byzantium, This portrait of 


King Stefan Milutin is one of fourteen found in 


the Balkans and painted in his lifetime. The 
inscriprion reads: “Stefan Uros, by God's mercy, 
our king and autoerator of all Serbian lands 
and seas.’ St Anna holds a small figure of the 
Virgin Mary. 


подам ۳۳۷۲۷۱۱۵ 


ሪኔ 
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Fresco copy from Sopoćani monastery with 
King Stefan Ure’ 1 and Prince Dragutin, the 
Virgin and Child 

Third quarter of the thirteenth century (copied by Caslav 
Colié, 20 December 187] 

Tempera on canvas, 138 ж 450 cm 

Марина! Mem, ЇЇ зайг, 886 ni 112 

ከለ ል ለ وی و‎ иені се а. 
This fresco decorated the grand mid-thirteenth- 
century Monastery of Sopocam (which later 
became а cathedral). It was in the narthex on the 
cast wall to the right of the main entrance door 
into the church. It represents the Serbian King 
Stefan Urol [ presenting his eldest son Stefan 
Dragutin to the Virgin enthroned with Christ. 
On the cast part of the south wall of the narthex 
and so adjoining this panel were paintings of ከ15 
wife Queen Helena and their second son, the 
future Stefan Uros M Milutin, 

Stefan Urol I was the youngest son of Stefan 
and Anna, the daughter of Еппсо Dandolo, Doge 
of Venice. He was King of Serbia from 1243 to 
1276. His wife was either an Angevin princess 
or perhaps a daughter of a Latin emperor of 
Constanunople. 

Stefan was ousted by his son Dragutin (1276- 
82). and died at Sopocani in 1277. Dragutin ruled 
until 1282, when his brother Milutin became king 
(ser cat. 540). This portrait was made in happier 
umes for Stefan, when he was grooming his elder 
son for the succession. Both wear Byzantine-style 
imperial robes and insignia. 


کرو رڈ ند 
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Enamel plaques with St John the Baptist and the 
Archangels Michael and Gabriel 
Constantinople (?), second half of the eleventh century 
Cloisonne enamel and gold, 5.9 = 5.5 cm; 5-8 x 5.3 cm; 
58።ፆ و ٭ رو یس چو‎ 
Mammal Мата, Ёс мг, iere ከክ 288፪.. 894, 255 ar] 
سس اس تسس‎ Na عم‎ р Фи 
These enamel plaques are known to have 
decorated the sixteenth-century cover of the 
thirteenth-century manuscript of the Four Gospels 
of the Bulgarian King George Terter in the 
monastery of Chilandari on Mount Athos. The 
topmost gold sheet of each has been cut out to 
make a contour of the figure, while the lower 
embossed sheet makes a receptacle, in which strips 
form. cells for the enamels, Most of the colours are 
opaque, but one green is transparent. 
We do not know how many pieces formed the 
original set of enamels, Stylistically, comparison 
with the crown of Constantine EX Monomachos . 
(1042—55) and the holy crown of Hungary (1074— 
77), both now in Budapest, reveals that they - 
belong to the eleventh century (not later than | 
(52 
449 
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the pozos). The paleography on the enamel 
plaques is similar to the inscriptions on the 
Hungarian crown. И may be assumed that the 
ornamental enamel was part of the original 
amcomplete se 

Constantinople was the key place for the 
тата асите of such enamels. The pieces mas 
have reached Chilandan as a mh from a 
Byzantine ог Serbian ruler or church dignitary 
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Bracelet 


186, [ዘ half 44 the founerenth 7 
Муст ЇЙ, cast, wrought, theres, gramilation, beighi 44 cm, 
ааа бе [| cm 


"ағына ай Weer تو‎ w Ма зый حطر‎ тын лета 
назви TRA و تدع‎ рын «ቨ ከኤ [ኤባ чи Вари bau! ва Аав а እ ыға. መጩ Гарк 
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Bracelet 


Sethi, ክኮዛ half of the Éournecnth ۷آ تصحت‎ 
Зайн! cast, wrought, Higer, granulanan, heaght q1 em; 
diamrier бз б cum 


.و Манн, Belgrade ዘኩ те‏ سو سویڈ 
FAS ከብ ብ che ከ4 ndi pres ler heared ጩ፣ Marks А ағай, መመ Гүйгүн‏ 


274 
18161 


Sra, ከየካ Бай of ihe ت7۲ وہ‎ сети 
*ulver-gli, cast, wrought, filigree, granulatiem, Інісін 2.4 cm. 
iliamerer б ቨ (ዝክ 


Nadu እጅከመር Belgende: im قرو یم‎ 
калка жми 8 park мі ihe ішін! ні perier hamal ав Makaa Vand, war ry 
Large and embellished with filigree, these hinged 
bracelets are part of the Byzantine tradition and, 
together with diadema and earrings, were adopted 
very early on by the wives of nich landowners in 
Russia and Eastern and Southern Europe, but 
also, in а more modest form, by women generally 
as à form of personal adornment. Hinged 
bracelets are often decorated with the figures of 
animals, birds and plants. They recall the cloth 
bracelets often seen on the secular clothing in 
[resco paintings (Radojković 1066. ኮኮ-44” 5: 
some examples embroidered with gold and pearls, 
which were worn with church vestments, have 
also been preserved in Serbia (Stojanovič 1959, 
рр.б7-9, figs 4, 5, 16, 18, 54). 

The bracelets from Markova Varos are 
distinguished by precise craftsmanship and are 
open and linked semicircular shapes, which offer 
vanous decorative possibilities. This dynamic 
impression is further enhanced by triangular 
groups of granules set into rows of circular 
segments. The fashion for bulky rounded shapes 
decorated with litte cones of granules goes back to 
very carly examples of Serbian goldsmiths! art, the 
most famous being the ring of King Stefan I (early 
thirteenth century) (Milosevié 1990, pp. 169-70, 
171-23). 
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In addition to these three bracelets, two 
more of the same type were discovered at 
Markova Varot these have suffered varying 
degrees of damage. Four bore almost identical 
decoration, while the fifth (31. 274) 18 thinner һу 
the width of the decorative border on the edge of 
the other bracelets, 


LANKA FAI 
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Bracelet 
Serina, fied hall ef the fonrtecoth emin 


Silver, cast, wrought, tance, malaria, [1 ክና. bright 7 
cm; wwuhh A ባ cm 


М ሠል) Мечит, Bride im нөү 
rares рын cd the banl ні реча ету hund س‎ Майна دم‎ near [ካህነ] 
This large elliptical bracelet has à central part 
composed of four wires twisted into a spiral whose 
ends meet and extend to form а trapezoid shape. 
The extended ends of this open bracelet are 
decorated with granules spaced at intervals and 
encircled with filigree wire. 

Open bracelets are one of the carhest forms of 
jewellery for the hand. Excavations have revealed 
examples from the time when metal was first used 
(Garašanin 1984, p.745). In the Balkans this type 
of bracelet, also called belenzuk, followed on from 
the Late Greco-Roman open bracelet with broad 
ends bearing simple decoration or fashioned into 
the shape of a snake (Corovié-Ljubinkovié 1977, p. 
75» Moreover, this type of bracelet was frequently 
found on the territory settled by the east and south 
Slavs. The belenzuk, made of thick silver wire 
twisted into a spiral, became popular from the first 
half of the thirteenth century onwards in the 
Balkans (Miloševič 1990, рр.172-3). The belenzuk 
open bracelet also passed into ethnic jewellery, 
except that the technique of twisting wire died out 
after the Middle Ages. In the Balkans between the 
sixteenth and nineteenth centuries, belenzuk 
bracelets became even larger and took on 
clements of oriental decoration (Ivanić 1995, pp. 
101:-2), 


ВЕАМКА IVANIČ 


276 : 
Queen Theodora's ring 

Serbia, belore 1142 

Gold, niello, height 2.9 cm; width 3 ጌ ст 

шай М татын, قاع یلاعت‎ are има ура. і ната 
This ring was cast аз a single piece, with an. 
engraved representation of a double-headed eagle 
on из head and a Cyrillic inscription on its 
shoulders (He who wears it may God help him). 
The ring has scveral different messages. The 
representation of the double-headed cagle, 
emblem of the royal house of Nemanjié, indicates 
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the ong and status ol the rings owner, the wife 
of the Serbian king Stelan HT Decansi (1422 55) 
and mother of the most powerlul Serbian ruler, 
мап IV. Dušan (0331-755: STEFANUS, Dk KATIA 
ROMANIE, SOLAVONIL ET ALBANIE (Novakovié 


ии, р, тр, The motto of the inscription has a | 


prophylactic purpose. Phe ring band is notched 
and the notches filled with niello divided into 
rhombs showing ntete creatures and floral 
decoration in а Western style, This use of motifs, 
present not only in jewellery, but also in 
miniatures, store sculptural decoration and 
architecture, reflects a style that was present 


simultaneously in Serbia and in Byzantium and 


the West, i 


The ring i5 probably the work of one of the 
Serbian golesmith’s workshops in Kosovo and 
Metohija, which produced à great number of 
rings with the same technical and stylistic features. ' 
The shape of the ring, Ше magical, prophylactic 
and symbolic character of the ornamentation, and 
the formula of the inscription point to a group of | 
rings from Serbia and neighbouring countries that 
can be dated to a period lasting from the end of 
the thirteenth to the mid-fourteenth century 
(Radojković 10098, pp. 107 — 29; Milošević 1990, 
nos Ва- 8), А 
Queen Theodora (d. 1332) is buried in the I | 
church of Banjska monastery, the foundation and 2 
mausoleum of King Milutin (father of King Stefan 
Dečanski), during a period marked by the 
influence of Byzantium on political relations, 
spirituality and customs. 

FMINA ZECEVIC 
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Ring 
Serbia, fist half of the fourteenth century 
Silver, cast, twisted, granulation, filigree, height 3 cm; width. к 
24cm 
Ханы እከጠ Бернийн, سوا‎ mos الو‎ 
тастады pan ul the lard af усет ሕነ лені 88 Мана Varai, nsi 
The bezel of this ring is an inverted flat-topped 
cone. The surface is decorated with an eight- | 
petalled rosette made of filigree wire, Each petal | 
has a сой of filigree wire set into it, Granules set in 
the centre and at the edges of the bezel complete 
the ornamentation, The hoop of the ring consists 
of two thick wires and one filigree wire twisted | 
This ring reveals a sense of the synthesis and 
unity of style inherent in medieval costume, —— 
The twisted-wire technique links this ring to the 
belenzuk bracelets, while the filigree decoration On 
the bezel is found on both types of bracelet. The | 
twisted-wire hoop is not common in medieval 
Jewellery (Milošević 1990, р.Во). As far as the 
hligree decoration is concerned, it is analogous 
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Buckle of Prince Petar of Hum 


бейімі workah іп Split, 14208 
Goll, 5.1 554 €m 


B Ik ГЕТ ዘሄኔ ዘ газ 
ዘፍ Е مس‎ veil bry chase 8 Шетін. Кане, 8 
wet Bani MNA, рар 41 i; እጓክክ]ጩኣቭ تہ‎ p ባበ 5% 
өт, 88 3.1 


P. ILLE dg 
TL fre pee 


i 
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This buckle is heavy, circular in shape, with a 
rhomboid profile. Its catch ts movable, On the 
outside edge of the front of the buckle an 
inscription is carved in two languages, Church 
Slavonic and Latin: «ZAPONY VELHEGA KNYZA 
XYLMSKOGA PETRA: PRETENDE COMIITI PET, the 
inside edge is decorated by a row of stylised leaves. 
On the inside edge of the back of the buckle there 
is an almost identical motif of stylised leaves, while 
the outside edge displays carved animals facing 
each other: birds, dogs, dragons and other 
monsters with tails that end in the shape of a 
palm. This style of embellishment was much 

used in Romanesque and Gothic sculpture and 

in illustrated manuscripts. To judge by the 
inscription, the buckle must have belonged to 
Petar, son of Prince Miroslav, who ruled over the 
Hum region. It is presumed that Petar was given 
this buckle upon being elected Prince of Split in 
1222. 

The excellent quality of the craftsmanship 
and the skilful combination of gold and niello. 
places this buckle among the masterpieces of 
thirteenth-century goldsmiths’ art. 


ALOTIODAN FIDANOVRKI 








cartographer Angelina Dulcerte. The same 
double-headed eagle is present on the Serbian 
national fag. 

The heritage of Byzantine art is reflected 
not only in the shape of the cup, but also in the 
abundant motifs of the tendril and acanthus 
leaves. As it was discovered in а wall cavity in the 
narthex of the Church of St Nikola, Drenova, 
Dusan's cup had belonged probably to the church 
treasury. This by no means excludes the possibility 
that, prior to the being donated to the church, it 
had belonged to à particular person. 

The heraldic figure of the double-headed 
eagle and the inscription with the name of the 
emperor reveals that the cup was made especially 
for Dusan's court. Mention of the name Stjepan, 
instead of Stefan, indicates a possible Western 
influence. Historical sources record that Tsar 
Stefan Dušan ordered 33 silver cups from 
Venice (Radojkovie табов, p. 11б). 


КАТАВА Сас 
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Cup 
Serbin, Вее century 


Silver, gilt, сам, chased, punctuated, engraved, soldered, 
5,6 «11 cm 
پچ ھت‎ 
аи Танта rpe- ба: абын کور‎ р. Завала ena. 
flat bottom belongs to а type mentioned in church 
inventories, 

The decoration consists of three alternating 
concentric bands. The figure of a deer on the 


bottom, with its head missing, is soldered onto 
са medallion with the fight between Samson and 
the lion. It alternates with a broader band of a 


double row of broken arches facing cach other, 
The broad rim is decorated with the same motifs, 
This combination of religious symbols of the deer, 


the lily and ivy with the Old Testament story is 
a familiar feature of Byzantine art. 


The shape of the cup, and the treatment of 
the lily in combination with the Gothic arches, is 
influenced by Venetian craftsmanship. Artists in 
the workshops of Dubrovnik incorporated 
Western and Eastern forms in their products, 

This cup, like others found in the hoard 
from Dobri Dol, together with the pieces of 
jewellery discovered there, helps to build a 
profile of art in Serbia. 

RATAA скот 
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Royal doors with the Annunciation 

Serbia, second half of the fourteenth century 

Tempera (2) on wood, relief, woodcarving, 128 = 63.4 ። 5-4 ст 
ህህ Maren, Belgrindr ዘነ ኮካ ነ 

reovenesie ышт} % ካብ 4 

шетен REFEREES Canal ዞዘጠከመ ний, وچ‎ 1) y cabs Ie Уй, 

ነጻ ወያቁጣዘጣክ fı al куба. ма 

These are the central (‘royal’) doors from an 
unidentified iconostasis. They are divided into 
two parts = the larger showing the Annunciation, 
the smaller containing carved decoration - that 
arc framed by à partially preserved, carved, 
polychromatic border with double interlacing 
over leather strips. 

The heures of the Archangel Gabnel and the 
Virgin are executed in bas-relief, then painted, 
while the segment of heaven with cross-shaped ray 
which contains the dove of the Holy Spirit is 
painted. The two figures are elongated. Gabriel, 
whose arms are out of proportion to his body, is 
more voluminous than the figure of the Virgin. 
The painted surface has been damaged. 

The iconography and style paint to a local 
workshop around the middle or second half of 
the fourteenth century. These doors are known 
as the Andreas doors, although there is no proof 
that they belonged to the Andreas monastery 
(1388 — Ва). 


SANJA ҒАПС AND UTA KAJTEZ 
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Fragment of a reliquary 

бетіне, Без Вай کہ‎ he fourteenih century 
Cared woud, chased aber, 4-4 = 43 ። ag em 


እክክዜህ шығын, ዜዜ፡‹ከሙ፳ሎ um нө. ЕУ 


par ай 1ይ beard ні ጽር88ና doar ai Marinos Varn, arae የጥ‏ وعییووأ 
Faith among the laity entailed the wearing of‏ 
miniature icons round the neck. The most modest‏ 
of these were made of wood. It was extremely‏ 
important for the ruling class to demonstrate their‏ 
piety, so the only neck decoration found in this‏ 
hoard was a little pendant icon оп which three‏ 
holy warriors are represented. [t was a widespread‏ 
custom in Byzantium to decorate parts of the holy‏ 
cross or reliquanes of saints in а sumptuous way.‏ 
Transformed into jewellery, these reliquaries‏ 
accompamed their owners at all times and thus‏ 
It cannot be established whether this fragment‏ 
was the front or back of the reliquary. There are‏ 
examples with the Virgin on the front and the‏ 
holy warriors on the back (МУ, Wixom in New‏ 
York 1997, p.164). The preserved half of this‏ 
Demetros, O AHM(HTPIOC), and the third,‏ 54 
probably one of the two saints Theodore,‏ 
ЕКЕОЛОРОС). The saints are presented in full‏ 
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in another late medieval hoard in the village of 
Gomo Onzan. 

The stylised portrayal of the holy warriors as 
lean, delicate figures of ascetic appearance recalls 
the figures of the late thirteenth century 
(Radojković 1966, p.15, note 15). The silver relief 
surface has been worn smooth and is tarnished in 
parts, which proves that this reliquary was in use 
Гог а long ame. The precision and delicacy of the 
craftsmanship is notable. 


ПКАНКА IVANIT. 
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Earrings 
Serbia, firs half of the founrenth century 

Silver-milt, gemstones, cast, faceted, hammered, filigree. 

6.9 ж 7.2 cm (setting); 4 «74 cm (fragment) 

Natal Маягт, Fieclgnade, im na qui 

кгга к በጨ ed the мәні 14 ра ету сана at Marken arl, таза የክክ 
These fine carrings (one of which is a fragment) 
were designed to be affixed to a wreath or crown 
һу a row of pearls or strips of expensive cloth, so 
that in fact they were completely unattached to 
the ears themselves. Some similar examples even 
гейша ап опита! band of filigree wire that was 
worn over the head to join the carrings and make 
it easier to wear heavy pieces of jewellery, Large 
carrings or car decorations were an integral part 
of the jewellery worn by the wife of a ruler or 

rich landowner, according to both written and 
art sources (Radojković табан, р. 140). They 
differ from the delicate, small carrings, sometimes 
made of gold, which were reserved for everyday 
wear, 

The earrings from Markova Маго consist of 
metal rings linked 10 the semicircular body of the 
carring, in which there is a filigree wire shaped 
like an eagle with outstretched wings. Around 
this central part there are flat-topped cones 
whose narrow ends join onto the central part from 
where they radiate outwards like the spokes of a 
wheel, The cones vary in size, and the alternative 
grouping of large and «mall cones matches the 
alternate use of filigree decoration at the base 
of the small cones and semi-precious coloured 
stones set into the base of the larger ones. Judging 
by their appearance, it 15 clear that the head 
onament from the same hoard (cat. 284) and the 
сагппд are not part of a set. 

These earrings belong to the *Dragizevo' type, 
and many have been discovered all over Russia, 
Bulgaria, Romania, Serbia and Greece. These 
relatively frequent finds are mirrored by a large 
number of representations in church frescoes in 
the same territories (Radojkovié 1966, pp. 2-4): 
Current thinking dates the earliest appearance of 
this type of earring to the late thirteenth century 
(Миюбеміс 1990, pp. 159 = бо). These earrings long 
continued to be worn and after the demise of the 
Serbian landowning class, they became an item of 
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formal jewellery in women's national folk costume 
(Radojković 1966, pp.248 - 91. 


BRANKA (ЖАЗЫ 
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Head ornament 


Serbia, Gest half of the fourteenth century 
Silver-qali, gemstone, beaten, filigree, scmi-precsrus stones, 
length: 23 cm, мий 2 cm 


Халима Xuna, Меіштегіс. imc کہ‎ 1/4» 

move ағ የዘ [ከየ ኮባ of ргъл тү imamd 88. Markie Vani, pear ۳۲۸۷۳ 
8818፤5በ mam Hakalo түні. pp qe qu 

This head ornament, which was worn across the 
forehead, was desenbed in texts as a garland or 
wreath [Radojković 1966, pp. 36 40). This 
garland belongs to the relatively small number 

of head ornaments preserved in Eastern and 
Southern Europe. It formed part of the jewellery 
worn by women of all social groups, but this very 
costly example must have been worn by the wife 
of a ruler or rich landowner. As а head ornament, 
и makes up a set with earrings (see cat. 284), which 
are found far more often, Numerous portraits 
show the garland as а fastening for a headscarf 
(Milosevié 1996, p.177). These ornaments can be 
made of metal, with or without precious or semi- 
precious stones, or of hne cloth embroidered with 
gold or silver thread and pearls (Ercegovic- 
Pavlović 1975, pp. 279 - 83). 

The garland consists of eight rectangular 
plates joined together by hinges. The end plates 
cach have a metal ring that acts as a fastener. 

А multi-coloured semi-precious stone is sect into 
each plate, There is filigree floral decoration 
around the setting of cach stone. 

In style, the wreath resembles the rest of the 
jewellery found at Markova Varol, As is 
frequently the саке with Serbian medieval art, the 
general appearance and shape of the objects were 
taken from the Orient, but they were fashioned in 
the specific style of some Western artwork; such a 
combination is evident in all the items of jewellery 
found there. There are clear analogies between 
this ornament, reminiscent in style of the 
thirteenth-century Hungarian crown jewels 
(Milošević 1990, p.177), and art objects fashioned 
by Serbian goldsmiths from an earlier period 
(Radojković табан, pp.B9—90), which testifies to 
the constant blending of different cultures in the 
Balkan peninsula. 


HRANKA ГУАМ 
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Stone khatchkar of Aputayli 


Noraduy cemetery in Sewan, near Lake Sevan, northern 
Armenia, 1225 

Tufa (Mane), 175 = 100 x 31 cm 

The Түхийггэ of ihe ክክ Мушчин, Lindon, paa уту, y а 

ere mr, Aparia ната ill кїї (Мн ዝር the likar ብጠ 

lis የሇ] Бетани Мағына مھا‎ зүү, тыз 419, pl 89, Most اہ لور‎ танг, 
614: 


А paten is a special dish used in the liturgy to 


T 


AE чанд ща Armenian word meaning 
stone Cross’) are an important feature of the 
Armenian landscape. They can be found in their 
thousands throughout the country, and in a 
variety of settings: in graveyards, Incorporated 
into the walls of churches and carved into cliff. 
They appear from the ninth century оп (an 
evolution of earlier steles in both form and 
function) and served a variety of purposes; usually 
concemed with commemoration (Donabédian 
2007; Ағапап 1970), Most, as this example, were 
lomb-markers that were placed facing west at the 
loot of the burial, so that the cross would be the 
first thing scen by the dead person as he or she 
rose at the Second Coming, Others were 
commissioned to commemorate the completion 
of buildings and bridges, to celebrate military 
victories or to mark the fulfilment of vows, 

This khatchkar was created ав à memorial. 
It wits designed to stand over a tomb in Noraduz 
cemetery, near Lake Sevan in the north of 
Armenia, and is dated by an inscription down its 
left edge to the year 1225: Ча 674 of the Armenian 
era, God have mercy оп Aputayli. Amen,’ 
Aputayli is otherwise unattested, The khatchkar 
is typical of its period in terms of its design: carved 
of a dark tufa stone, it is rectangular in shape with 
а slight overhang at the top. Из decoration is 
dominated by the central cross, in this case arising 
from palmettes (and so, perhaps, alluding to the 
cross as the Tree of Life). It is supplemented by 
secondary crosses below and to the left, and is 
framed by a series of interlaced patterns. In the 
course of the thirteenth century, khatchkars 
were to become more intricate and elaborate, 
incorporating more figurative imagery. At the 
same time the decorative patterns were to become 
more and more influenced by Islamic motifs. 
ANTONY LASTMOND 
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Paten (diskos) with scenes of the Passion of Christ 
Central Asia, ninth or tenth century 

Gilded, сам, chased and incised уст, diameter 24 ст 
Mas drm: itage шыгын, Ба Парана my na 49 у 
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Ше bread of the Eucharist. Three scenes fill the 
three entwined medallions: the Ascension (top), 
the Holy Women at the tomb Пей) and the - 
Mie С (right), At the bottom can be seen 
hei the Lions’ Den; on the left are two 
«neeling soldiers, keepers of the tomb: to the right 
is the Denial of Peter, At the centre is a cross. The 
R identified by inscriptions in Syriac in 

` estrangela Script, the form used for sacred 
wnitings (clockwise from the top): “the Ascension of 


Christ’: ‘Simon-Pr ۱ à д > 
before the cork cu denying Christ three times 





crows’; "the Crucifixion of Christ | 















0+ thief whose sins Christ 
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Magdalene, 
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таг 
i the iconography of the 


One feature of | 
is shown here ts distinctive: Mary 


Ascension 35 i 
is not represented at the centre о the twelve 
Apostles, as is usual in Byzantine art, although 

che isshown al the empty tomb. This significant 
omission has been used to argue that this paten 
was made for ап Assyrian church of the East, 
which used the Nestorian liturgy. The Nestorians 
‘who followed the theology of Nestorios, which 
was condemned as heresy at the Council of 
Chalcedon in 451) split [rom the Orthodox church 
of Constantinople in the fifth century over the 
issue of the status of Mary 85 а mother. They 
rejected the idea that she was Theotokos, and saw 
her as Christotokos, believing that Christ took his 
human nature from Mary, but that the divine 
logos existed before the incamation. The 

emphasis on the exaltation of the Cross might 
refer to Nestorian knowledge of the Apocryphal 
Gospel of St Peter (X, 45:42). 

The style and treatment of the subjects have 
several connections with Early Byzantine works 
from the region of Syria and Palestine (such as the 
ampullae from the Holy Lane). But the garments 
and mandorla of Christ in the Ascension point to 
a production in Central Asia in the ninth or tenth 
century, and perhaps to the region of Semirechye, 
the south-castern part of modern Kazakhstan. 
Odd mistakes in the inscriptions suggest that 
pethaps the Syriac language was not the native 
tongue of the artist, 

VERA LALESSKAN А 
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Gospels with Tsar Ivan Alexander, folio 2720 


Turnown, 1955 46 
Tempera and gold on parchment, 35.5 = 25 cm 


The British Library, ዘጠ, Add. Ma рийн - 


Fera [ኮዝ ibr emir ከ кетійінгу ወ ter Mo тагы eder nd 
piv арыны! by Robert Салон in Aagus جوھ‎ фы uiv яваа йл 
я 8. 
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These four Gospels written in Bulgarised Church 
Slavonic by a scribe, Simeon, are a tour de force 
of the grand illuminated book. The manuscript 
opens with a striking double-page portrait of the 
Tsar Ivan Alexander with his wile, two sons, three 
daughters and one son-in-law, It has 286 folios 
with 966 narrative miniatures illustrating each 

of the Gospels in turn in frieze format. It also has 
five further representations of the Tsar at the 


end of each of the Gospels (folios 2722 and 134^ 
produced at 


are example of these images). 
The manuscript was probably 





Turnovo, the capital of the Second Bulgarian 
Empire ruled by Ivan Alexander from 1731 until 
his death in 1371. The manuscript declares 
visually both the rivalry that Ivan Alexander 

[elt towards Byzantium, and also a period of 
greater Пепер after 1455 when John VI 
Kantakouzenos was forced to abdicate and 

John V Palaiologos became the Byzantine 
emperor. This co-operation was marked by the 
marriage of one of Ivan's daughters to the future 
emperor Andronikos IV Palaiologos. The imagery 
implies that Ivan Alexander's dynasty was as 
powerful as the emperors of Constantinople n 
fact the Bulgarian empire fell to the Ottomans in 
1396), and his title emulated Byzantium with its 
terminology = ‘In Christ God faithful Emperor 
and Autocrat of all Bulgarians’. The manuscript 
achicves his ambitions to be *more Byzantine than 
the Byzantines’ through its luxury, style, with a 
lavish use of gold leaf, and contents. Tt must have 
copied an cleventh-century model produced at the 
Monastery of St John Stoudios at Constantinople 
in the same distinctive style аз the Theodore 
Psalter of 1066 (cat. 51). The artists presumably 
had a Gospel-book equivalent to this psalter 

(опе exists in Paris [Bibliotheque nationale, 
cod.gr. 741). They changed the imagery of their 
model so that it promoted not the abbot but a 
Bulgarian king. The artists faithfully re-created 
the exquisite style and standards of this monastery 
with its famous scriptorium for its Bulgarian 
fourteenth-century audience. 


ጸ/ዐዉ፲ዣ СОММАСК 
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Fragments of the robe of Tsar Ivan Alexander 


Byzantium, 1331—71 
Silk-based textile embroidered with silver-mlt, silver and silk 


“threads, 85 = 49 cm; йл s 48 cm; В» 46.5 cn 


Matinal MÎ iwan, Belgrade, inv. no یکو‎ 
акенди Cum id На Nicholas, Saanstenjr, rens Pira 
явдалгүй» ክ1፻፪88888 “Чив прай 1 ከጽዘዔ4 таны 


These fragments of gold-embroidered textile, 


discovered in tomb 15 in the Church of St 


Nicholas, Stanicenje, near Pirot (1331—32), аге 
preserved in the form of strips. On five strips there 
are repeated moufs m tendrils: a deer, а double- 
headed eagle, a crane and tablets with the name 
and title of the Bulgarian Tsar Ivan Alexander 
(1331—71). The sixth strip bears the motif of an 
arcade with double-headed eagles above. The 
inscriptions date the robe to the reign of Ivan 
Alexander, The nobleman buried in the tomb was 
probably given the robe by Ivan Alexander. 

The embroidery worked in silver-gilt and 
silver wire کا‎ surface-couched on ochre silk. The 
style of the gold embroidery shows the influence of 
Italian silk. Silks from Venice were very popular 
in late Byzantium. The gold-embroidery 
programme is imperial in its iconography of 
double-headed cagles. 


The robe, probably tight and knee-length, was 
buttoned from the neck to the thighs with ball- 
shaped silver-gilt buttons. The gold embroidery 
was placed alongside the buttoning, The robe 
was probably made in a Byzantine workshop. 


ALFKALANDBLA NITH: AND ALLIKA TEMERINSKI 
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The Vani Gospels, folio 35 

Constantinople, £ £206 

Manuscript, 38 5 » 10.5 cm; 247 folios 

ሠ Сепате of Мэнгэ, Thilak arg, 

каз к араа нага Камь ын вен! Їийгайнг ifi, ፡፡ qui pp 477 yi 
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The Vani Gospels, written in the Georgian 
makhan script, show the continuing close 
relationship between Georgia and Byzantium 
around the ycar 1200, The creation of the 
manuscript is recorded in two brief colophons, 
both written in gold, on folio 2727. One, in 
Georgian, states that the text was written in the 
city of Constantinople by a monk called Iovane, 
who calls himself ‘the unworthy and wretched 
confessor of the Saint Queen Tamar’, The 
second, in Greek, states that it was illuminated 
by the chrysographer Michael Koresis. Another 
colophon on folio 2660 is concerned to 
demonstrate the accuracy of the translation from 
Greek into Georgian. It says that the text was 
copied from a manuscript of the Gospels held at 
the Hromana monastery near Constantinople 
(the main centre of Georgian monasticism in the 
region), which in turn copied the autograph 
rranslation made by 5t Giorgi the Athonite. This 
was kept at the [viron monastery on Mount Athos, 
where this great Georgian translator had worked. 
This interest in the historical accuracy of the text 
is at odds with the images that accompany И: 
these reflect the most modern interests in 
Byzantine Gospel illumination. After a prologue 
showing Christ blessing the four Evangelists, 
each Gospel is preceded by an author-portrait 
accompanied by a scene from the Life of Christ 
(Matthew is paired with the Nativity; Mark with 
the Baptism; Luke with the Annunciation; John 
with the Anastasis). This follows а liturgical model 
established іп Constantinople at the start of the 
century (Meredith 1966). The canon tables at the 
start of the text are also gloriously enlivened by 
colourful headpieces, replete with figures, birds, 
animals and plants, and personificanons of 

the months. 

The scribe tells us that he was confessor to 
Queen Tamar of Georgia (1184-1210). Her rule 
is associated with the greatest efflorescence of 
Georgian culture and power; she was celebrated 
in her lifetime in art and poetry, and subsequently 
came to lie at the heart of much Georgian 
national folklore. The reference to her in the 
colophon as a saint indicates that this 
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sancuficanon ef the queen began during her 
lifetime (Eastmond 10998, pp. cg = 1841. 

The Gospels were once housed in а 
magnificent founreenthientury metalwork ease, 
which was fortunately photographed before it 
was stolen and destroyed during the Russian 
Revolution | Гагд|анЇнай 19345, pls 4! 1) 
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(омета ol the Tsqarostayi Gospels 

Тав-Кілгігін ህክበከ-የጻ[ Genma, 115 
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Georgia excelled at the production of repousse 
metalwork throughout the Middle Ages, and 
preserves kirge numbers of icons and other objects 
made im thes technique. The coven of the 
Tsqarostavi Gospels аге one of the outstanding 
examples from the lare twelfth century. They were 
made by the goldsmith Beka Opizan. The fron 
cover shows the Cruafeaon, with Christ between 
Наз mother and St John the Evangelist: The back 
shows the Deisis, with Christ now enthroned, 
while Магу and St John the Baptist intercede on 
behalf of humankind. The image of intercession 

is matched by the three inseripaons around it, 
which сай for salvation for those involved in 

the commissioning and creabon of the covers. 
The two formal texts written in axomdazruh script 
eniramed above and below Christ name the 
commissioner loane Mibeyan | Bishop of Тео; 
the опе squeezed alongside the throne of Christ 
names the artist: Christ, have mercy on the 


goldsmith Beka Opisan (Amiranashvil 1964. p.77. 


Бека Opizari is the most famous of Georgia's 
medieval goldsmiths, along with his contemporary 
and possibly teacher) Beshken Opizan, whose 
covers for the Bena Gospels (National Centre of 
Manuscripts, Tbilisi, 0-906) seem to have been 
the immediate model for this өсі of covers. He 
i5 also recorded as producing the covers of the 
Anchi gospels (mow lost) and the frame of the 
Anchiskhati, the miraculous icon of Christ at 
Anchi (which survives in the State Museum of 
Fine Arts, Tbilisi). This was commissioned by its 
bishop, Івапе Юопасв, and ран! for by Queen 
Tamar (1184 —1210). 

The manuscript itself was copied out in 1195 
by two scnbes, Ioane Pukaralisdze and Giorgi 
ешил, whose names are recorded іп а 
colophon. А further colophon on folio 2737 
records the commissioning of the covers: ‘the 
covers of these gospels contain silver worth 200 
drama, and gold and pearls and precious stones 
worth 20 drama, The wage of the silversmith 
was 23 drama’ (Abuladze 1958, p. 324). 
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Covers of the Пей Gospels 
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The covers of the Theni Gospels are à sec си 


commision of the bishop of The, loane. Like the 


Tsqarostava Gospels (cat, 290) and the Berta 
Gospels, the from cover shows the Crucdixion, 
with Christ on the Cross being mourned by Mary 
and John the Evangelist and two angels, The 
Georgian uncial insenption over Christ's head 
reads ‘Jesus Съпм, king of the Jews’, The lack 
cower, however, Ваза different iconography: it 
shows Christ handing the keys of Heaven to St 
Peter and 3 book to St Paul. The two Apostles 
raise their hands to Clinst to acknowledge his 
dominion. Squeezed between them is à sixteen- 
line inscription in Georgian montarii script that 
reads: “The ones Дос, the Apostles Peter and Paul] 
whom the Teacher |с. Christ) ordered to be 
seated at the thrones at the day of Judgement, 
[may you] intercede lor me, loane Mibevan- 
Зарагс!ї, pitiful of soul. Amen." 

Despite its poor condition, the delicacy 
of the craftsmanship is evident in the finely 
wrought figures, the decorative script used for the 
inscriptions and the elegant vegetal scroll motil 
that runs around the frame. Together, the two 
book covers underline the importance that 
Georgians placed on the suitable adornment 
of the New Testament: the Word of God. The 
quality and style of the metalwork is closely linked 
with that of the Tsqarostavi Gospels, although 
there is disagreement about whether it can be 
linked with Beka Opizari himself. 

55. Peter and Paul are also invoked in the 
main colophon in the manuscript, which had 
been commissioned by an carlier bishop of Theti, 
Раме. This colophon dates the manuscript as it 
also refers to the Georgian capture in тїбї of Ani, 
the old capital of Armenia. Ї was taken in that 
year by the army of King Giorgi Ш (1156-84) 
from the Muslim Shaddadid emirs that had 
bought the city from its Seljuq conquerors in 1087 
in return for a group of golden icons (Thomson 
1989, p.195. 
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Four Gospels with Christ, donor and scribe, 
folio 13 verso 


Produced in 2342 at the Monastery of Drazark in Cilicia 
during the prelaey of Ter Mhihttar, and Ter Баж лө, at the 
request of the priest Tiran amd illuminated by Sargis Piclsak 
Parchment, writen in regular baang sorpi in black ink; 

тал ء‎ 14.5 єтїї, 350 folios 

(Ойып Їнэт ክኩ 1 ጠል cal dar Crew ከክ Laney, Tila Aem iid (ың 


жіті trier Пет “ырғағын нийл, ти. б, үр, ela aes pone 17۳۲۸ 
құй» [heo Мааа 9] 


The lrontispicce, with Christ hlessing the donor 
and the serbe, is striking. In the manus ripts 
ab an earlier penod Armenian artists Над usuali 
represented only the dotar in а prominent j 
position, Bur, in the fourteenth entury, mainier’ 
portraits begin to appear frequently, Three ሩዜ 
portraits ol Sargis Pidsak (1290-1955) have 
survived. Ehe first appears in the Gospel of 
Venice (Venice ws 97/16, An 1331), where he 
represents himself kneeling at the feet of Matthew. 
Here Sargis Pidsak has a black thick beard and | 
looks like а man in his thirties, but in his next 
portrait, painted im 1338, he gives the impression 
of a midcdlesaged person (Erevan Mat, ма 2027) 
and in this manuscript, painted in 1342, he is 
already an elderly man with a white beard. 
These changes in his personal appearance 
clearly indicate that Sargis Pidsak tried each 
tine to ove a Faithful mage, and these 
miniatures are important examples of the 
art of portraiture in the fourteenth century, 
Portraits of scribes and artists are rare in 
Byzanine manuscripts but occur frequently in 
Armenian ones. This is in keeping with the 
Armenian practice of recording the scribes and 
painters in the colophon in order that their names 
might be recalled and prayers said for them by all 
present and future readers. Their portraits are an 
ай нота means of perpetuating their memory. 
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The Armenian Psalter of King Levon 111 
Six the capital of the Anmenman Kingdom of Cilicia, 1281, 


Hlurninated ክና Sargis Pidak 
Vellum, жәнен in бойлу script, 24 ። 17.5 em; 259 folios 
Ты ክጠ Lisiy, Loralon, Oy гуйн 


881.፪፡:818ኮ 88፻ኮ8፻8፤ 88 Шарга нан ишки; Shei و‎ apre, Ма 8ገነ ۲۷۰.۱۳۳۳ 
Lawubm жаы фил iq 


In this Psalter of King Levon M (1269-89) 

the Virgin is seated on a throne, with the Christ 
Child, here portrayed more as an adolescent, 

on her lap. Both raise their hands in blessing. 
Legends in white uncials on a blue background 
above cach figure read ‘Mother of God’ (MAYR 
Alstoudso]¥) and “Jesus Christ’ (Y [isou]S K '[risto]S). 
An angel in the top left corner offers a kerchief. 
In the lower left corner a lay figure, expensively 
robed, kneels and extends his hands in prayer; the 
legend in white uncials above him reads ‘Mother 
of God. Baron Hanes, Chancellor relies on thee’. 
Looking straight ahead with her right hand 
extended, she blesses Chancellor Hanes 
(Hovhannes = Joannis), 
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ሓዚ Nemes IV Klayetst, called A9Minorhaht, te. ‘the 
Gracious’ (1102-1173), catholicos of All Armenians 
16-1173). praying: is figured in the frontispicee, 
before his prayer ۷ the twenty-four hours, while 
the king's portrait faces St Nerses's ‘In faith 1 
confess" profession of faith on the Holy Trinity. 
The prayer ends with a special plea for the king: 
Father, Son and Holy Spint, Trinity and one 
indivisible Godhead, fortify Levon, King of ላቨ 
Armenians, crowned by Christ, together with his 
children, against the enemies of the cross of 
Christ, our God.’ By depicting the chalice with the 
Christ Child (Greek: amnor or melismos), the artist is 
emphasising the real presence of Christ at the 
mest sacred moment of the Eucharist. Standing 
behind the king and holding his crown is Baron 
Vasak who held the title of coronant (автал), 
The features of the crown-bearer accord very 
closely with those of Baron Vasak represented on 
the thirteenth-century loose leaf in the Adolphe 
Stoclet collection and in the Gospels sponsored by 
Vasak (Jerusalem, St James ws no. 2568, с.1270), 
The artistic licence taken in allowing the figure 

of Vasak to break through the frame is 
characteristic also of the artist of these lauer 
Gospels. Тһе portrait of King Levon closely 
corresponds to that in the Queen Keran Gospels 
of 1271-2734 (Jerusalem, St James, us no.2563; 
Narkiss 1980, figs 77 83), 


ነዘ ]፤ SNERSESSI AN 





Four Gospels with a serpent curled around 

а trunk, folio 218r 

ካክ in the Kingdom of Armenian Cilicia, 1217 

Oriental paper, 254) × وا‎ crx, 386 (а аз, 

Mo a a er አ ላ) ኤሙ 
‘The four Gospels are written in classical 
Armenian in бойну script іп 1217 by the scribe 
Yohannes, pupil of "Grigor the incomparable 
scribe. The work was done in Sis in the cathedral 
dedicated to St Marine for the ‘most worthy and 
holy cardapet Vardan’, The serpent coiled around 
à trunk on fol, 2242 is an example of how [ከ15 
manuscript illumination works, with motifs | 
related to the text instead of full-page mintature* 
a ciborium crowned with a cross represents * 


temple of Jerusalem whose destruction is 
prophesised (Luke xx, за double cross raised 
above two cornucopia recalls the Crucifixion 
John xix, 17-20); ዘ fish in a chalice appears 
alongside the account of Christ's breakfast when 
he revealed himself to the disciples at the Sea of 
‘Tiberias (John xxi, 15). The reference to the 
serpent is that Yohannes has translormed into 

a genre scene the literal interpretation of the 
accompanying text John 111, 14/ "аз Moses lifted 
up the serpent in the wilderness, even so must the 
Son of Man be lifted up'; he has represented a 
serpent coiled around the trunk of a tree and 
attacking the small birds in their nest. The image 
recalls the Byzantine Gospels of Paris (gr. 71. 

in which Christ points to the serpent raised 

on a column. 
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TOROS ROSLIN (Н.1256-- 68), possibly with 

а collaborator or assistant 

Gospel-book of Taras the Priest, folio годе 


with sevenieenihi-century binding‏ ,وی 


Ink, pami and gold on parchment, 29.4 ж zz cm [20 м (6 crm), 
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Toros Roslin is the best-known Armenian painter 
of the medieval period, and was the most 
important scribe and illuminator working at 
Hromklay in the third quarter of the thirteenth 
century. Most of the ten books attributed to him 
were made for the Catholicos himself, and this 
one was made for Гогов the priest, the nephew 
of the Catholicos. Roslin is noted for his 
expansion of pictorial narrative, with miniatures 
of various sizes interspersed throughout the text 
and the margins, and this is the most densely 
illuminated of his works. Although Roslin 18 
rightly recognised as an innovative illuminator, 
he was building on earlier traditions; in this 
manuscript his dependence on his teacher 
Yovhannes, and, ultimately, оп innovations made 
at the scriptorum at Skewray half 8 century 
earlier, can be seen in the arrangement of the 
canon tables, the inclusion of the Evangelists’ 
animal symbols at the Gospel openings and 
depictions of the Lamb of God (fols тг, 3217. 
Crusaders and mendicant [riars በበዝገበጄ in 
Cilicia in the thirteenth century brought new 
pictorial forms, and while Armenian illumination 
continued to be closely tied to the Byzantine 
tradition, Western contact left из mark in a 
number of details. In the Last Judgement 


miniature (fol, гос), the overall appearance 

of the scene, with the river of fire dividing the 
composition in two, is typically Byzantine, but the 
depiciion of the foolish virgins, outside the left 
frame and unable to enter Paradise, was а popular 
motif in contemporary French painting. The 
Return of the Маш (fol. tor) is iconographically 
unusual in the military retinuc accompanying the 
Mag, but similar mounted soldiers, the brightly 
coloured legs of their horses overlapping in 
rhythmic patterns, were commonly depicted in 
French manuscnpts of the penod, such as the 
Morgan Picture Bible (Morgan Library, New 
York. мї 1.638). 
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Manuscript with donor hefore the Madonna 

della Misericordia 

Sis, Сйила, 1274 
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Formerly known as the Feron-Stoclet leaf, this 
folio with the donor's portrait was purchased by 
the Pierpont Morgan Library in 1994 to join the 
Marshal Oshin's Gospels from which it was taken 
(сай. 208). The рап preserved inscription, which 
matches the data from the colophon of the latter, 
enabled this atmribution by Sirarpie Der 
Nersessian (1970) and is generally accepted. 

The leaf shows the Enthroned Virgin with the 
Chnst Child spreading her mantle to shelter 
Oshin and his children kneeling before her. 

The bishop, whose elongated figure stands out 

in the background, introduces the donor; 

his nimbus and garment, ornamented with 
French-borrowed Heur-de-lis, point tà a royal 
engin and спа е him to be identified as 
Archbishop John, half-brother of Het‘um I and 
the uncle of King Leo II. 

The composition shares some iconographic 
features with the portrait of Prince Vasak with 
his children (Armenian Patriarchate, Jerusalem, 
мз 2568, fol. 428), іп which the Madonna della 
Misencordia leads the knecling donors towards 
the Enthroned Pantokrator. These two 
manuscripts produced by the same workshop 
at the same time raise the question of the 
introduction of the Madonna della Misericordia 
in the Christan. East, as they offer the earliest 
dated examples and are among the carliest pieces 
of evidence for this 1conographic type of the 
Virgin, preceding even the Madonna of the 
Franciscans painted by Duccio around 1280, 
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The Madonna della Misericordia originated in 
Нам in the first half of the thirteenth century and 
was quickly appropriated by the mendicant orders 
who brought this iconography to the Eastern 
Mediterranean, as indicated by the Carmelite's 
Virgin lorm 5t Cassianos in Cyprus. Rather than 
а specific connection between the Madonna della 
Misericordia and the Franciscans (Evans 2001, 
p-251), this iconography seems to have had a 
зити саги impact among Christians of different 
confessions in Cyprus and Cilicia (Carr 19958. 
p.348). The frequent representation of that 
iconography of the Virgin in headpieces of legal 
documents, mainly in charters of confraternities 
(Vignola 1900), suggests that the formula 
elhiciently expressed collective piety. 
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Marshal Oshin's Gospels 
Sis, Cilicia, 1274 

"archiment, ود‎ ж 21.2 cm; 320 folios 
The Тйстүжин Mong (Library, New Үні. Parches in уй, عم‎ nen ime m те 
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Although preserved in good condition, this‏ 
manuscript has suffered losses, especially fram the‏ 
initial quire of the canon tables and its portraits of‏ 
the Evangelists. [1 contains the letter of Eusebios‏ 
(fols 1v- 2), а pair of canon tables (fols 44 5), the‏ 
decdicatory pages (fols 67- 7), the portrait of John‏ 
dictating to Prochoros (fols 62-7) and а senes of‏ 
ornate letters introducing the readings throughout‏ 
the book. This is one of the most lavish works to‏ 
have been produced by а scriptorium related to‏ 
the court of the Armenian kingdom of Cilicia,‏ 
which developed after the accession of King Leo‏ 
П (1270—89); unlike most of the manuscnpts of‏ 
this group, Marshal Oshin's Gospel-book is dated‏ 
by the scribal colophon which states that it was‏ 
produced in the capital Sis.‏ 

Oshin, whose title reflects Ше use of Frankish 
terms among Armenian aristocracy, was the uncle 
of Leo's wife, Queen Keran. Oshin's Gospels 
present close connections with those ordered by 
Queen Keran in 1272 (Jerusalem, Armenian 
Patriarchate, м5 2564). The scribe Konstandin is 
most probably the same, while the illuminations 
of both manuscripts share a taste for de luxe 
gilded ornaments and brilliant enamelled-like 
colours. 

The dedicatory pages record, like а colophon, 
the prayer for the memory of the donor and his 
relatives, alive and dead: the text is magnified by 
its metrical composition as well as by the 
monumental display within symmetrical 
architectural settings. Such dedicatory pages, 
displayed at the end of the preliminary quire 
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alter the model of the canon tables are a feature 
of Cilician anstocratic manuscripts, first 
experienced in the senptonum of 180ا‎ 

on the Euphrates, the See of the Armenian 
Catholicos. The decoration of Oshin's dedicatory 
pages is characteristic of the courtly elegance of 
the manuscript and the visual syneretism of the 
workshop: in addition to traditional spandirels, 
birds and fighting beasts, the рд онч arch, 
probably of Islamic ongin Simsek 1998), houses 
a deuhle-bodied harpy, who may come [rom 
Romanesque sculpture 1 есіегед-Магх 1997, 
p.202). 
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Four Gospels with the Virgin and Child and 
donor and Mary Magdalene, folia 257 

Village of ኣከል; ui the гсэн of Tayk, m the Church of 

St Sarga, В September 1111 

Paper, written in Lange doliggr sert; 23 folios, ዛጋ = 23 cm 
Ты Job Кушев Library, Гнцетшу of Ман һемет, өвс no. Aem. 10 
тыштан aurca. Tes Bice ህፍ Der Nerei ign راونا‎ 
Flaman ну Labo ену; Хүнээ 5 ነ London desi, pp гг} | Londun zug) 
— 

The scribe, Yovhannes the priest, states that he 
completed the copying of his manuscnpt on 8 
September 1313 during the reign of King Oshin 
(1307 —20) and secks prayers for the sponsor of 
the manuscript, Lady T'amam khathoun, whose 
portrait is on folio да, standing next to the 
Enthroned Virgin Mary and accompanied by 
Mary Magdalene. The inscription above her 
head contains her name and the legend next 

to her shoulder states *she [had] this Gospel 
made". 

Some time between 1313 and 1517, the 
manuscript was 'rescued from captivity for 10 
flonns by the Armeno-Georgian aristocratic 
family of the Vikhikatsi of the Bagradit dynasty, 
who at the end of the tenth century had settled in 
Task (modern Erzerum). The Armenian and the 
Georgian churches did not endorse the decision 
of the Council of Chalcedon in 451. In 608 or 609 
the Armenian Church broke with the Georgian 
Church and excommunicated the formerly 
Miaphysite Catholicos Koriwn I, for his adoption 
of the Chaleedonian doctrine. The overwhelming 
majority of Armenians entering imperial socicty, 
pomariy in the tenth to twellth centuries, when 
they formed а significant portion of the ruling 
class, had adopted the Chaleedonian profession 
of faith. However, although they had adopted the 
Greek faith, there were some among them who 
retained their ethnic memory and continued to 
use Armenian as their language and support 
their ethnic heritage among them ‘leaving aside 
аз sell-evident the cases emperors (Leo V, 
Romanos 1, Lekapenos, Jahn 1 Tzimiskes, or 
Basil 1) or imperial ecclesiastical figures Michael. 
IL, Kourkouas Oxcitas (1143746), and individuals 


like Eustathios Hoilas (1059) and Protos of 42 


amd G гедогу 


РаКомилатов (то ЫГ (Vryonis 1957). 


Grand Lavra Vheoktistos (1945) 


The unique features of this exceptional 
manuscript are that the entire text of ۱ 
xL of the Gosp 
Gospels 
ations have 
, and the saints depicted 
in the miniatures are those representing the 


is in classical Armenian, the illumin 
inscriptions in Georgian 


Church before the schism ӨГ 451. 
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Miniature with St Luke and Theophilos, folio 4r 
Monastery ol Grner Fh Armenian kingdom of Cilicia 


1081۳۴۱۱۱۲٣۲ century 
Parchment, 26 ж 17 сіп 


тілеген шлан, ዕን ie, دنا‎ i шал መመ መ ка 
St Luke is seated with his right hand stretched to 
receive the letter inscribed with the words “And 
behold! Jesus commandeth’. He holds his Gospel 
between the folds of his cloak and feet resting on 
a stool studded with precious stones, The initial 
words of the Gospel just visible are inscribed on 
the open codex in two columns and his name 
‘Sourb Ghoukas’ above his head in large capital 


letters. The contrasting costumes worn by the two 


principal Bgures emphasise their different social 
status. St Luke is wearing a simple cloak and 
sandals, while ‘the most excellent Theophilos’ 
(St Luke 1, 2) wears a red mantle with hems 
studded with jewels, crimson shoes and stockings 
and accompanied by a servant. In accordance 
with the Armenian Synaxary “St Luke wrote the 
Holy Gospel, which is called after him, for a 
Roman prince named Theophilos’. Similar 
imagery ts found in the following Armenian 
manuscripts: Jerusalem Nr. 2563 (dated 1272); 
Erevan, Mat. Mss Nrs. 9422 (thirteenth century) 
and Хг.7742 (dated 1347). | 


"The miniature is so purely Byzantine in style, 


that one could easily believe it to be the work of a 
Greck artist, were it not for the inscription in 
Armenian. The deep colours, and the way the 
bodies are modelled with sure brush-strokes, show 
a remarkable resemblance to Byzantine court 
works of the tenth century’ (Kurz 1964, p.275), 
although the far-reaching differences noted by 
Oto Kurz render precise dating ‘impossible until 
a close and dated parallel can be found’. At the 
moment this ‘remarkable miniature remains 


isolated! (Kurz 1964, p.275; Der Nersessian 1993; 


p.92). 
ҮНІ) NEREREREIAN. 
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Four Gospels with Christ Blessing, „ lio бог-тог 
Cilicia, 1249 

Paper, 88፤*330* 81), folios, #4 » 13 cm 


EAM 022 қз! аа”. ж 


— | 


TIT бооч! ныт ие riim геу, 87 Jn 


чү ры шен її | алианса ۱ ors пази [йн ани 
+ 


к» шын! ٦۶۹ им 
1! 


сөн 98ج"‎ 
414 
үс fall. pate portrai (folio 7b) ef Christ blessing 
ye Full [^ ' 
him sitting оп a cushion with a red book in 
ұз 7 а 5 Эр 
Afi ከ81. The symbols of the Evangelists are 


as supporters. The inscription in 


крем 
ከኮ ዞኮ 


helow, almost | 
is around Christ's figure spells, above, 


jarge lette 
ша|08 ‘Lord God) and, below, 


Шы lx. 
v[isou]S K'[risto]S (Jesus Christ), Above the 
cushion ін small letters are the terms Manuel (left) 
and Mesiay right) [Manuel and Messiah]. The 

al Armenian is written in regular 
ህዞ script The four Gospels were copied by 

the scribe Partagh, son of the priest Nahapet in 
i249. The manuscript was renewed and rebound 
hy Step'annos, 45 a memorial ‘to his immature son 
Basil and spiritual father and master Simeon’ in 


rent in classic 


1427. 
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A Miracle of St Menas 

Nubia, 1053 

Pan himeng 10cm; 18 нэх 

Tie гай! Library, London, Or. Glo? 

тика АУЕ, шиний 88 a uine сг єг buried jm the mount of Ёл im Upper 
Egypt, зімі purchased ከ the Trustee of dhe Brush Museuns, veil 

нетер &Errkkwcrr Myers (ARG, різіге 16, гу, Badge. құн; Daltan iii, 
pp دا‎ Linwion ууй, паң, ріҙ; Vaciisaden typ, na ик р. 240) Harcelona. 
prp no- 241. qb. Paria анд, 508 ጓ - 8, می ھ‎ Limon 005, p. 

St Menas (fol. гоа) is on horseback and wears 

a tunic, belt, and cloak, parts of which are 
decorated with a braided bordering, and holds 

m his пан hand a long spear, whose ор کا‎ 
tumed towards the ground. It is significant to 
note that the end of the spear-shaft is not in the 
form of a cross, as is usually the case in Coptic 
pictures of military saints on horseback, e.g. those 
of St Theodore and St Victor (Hyvernat 1888, 
pls б and 17). Above his head are three “crowns 
of light incorruptible, like those of the Holy 
Trinity’ (Book of Acts of Saints, ms Or. 689, 

fol. 74b IT), the one in the centre being 
surmounted by a Coptic cross. To the right, 

at the foot of the page, is the figure of a bearded 
man grasping the left forehoof of the saint's horse 
with his right hand, The popularity of Menas 15 
attested by the saint's images preserved in stone 
and ivory as well as on pilgrim flasks, made 

near the sanctuary, but found all round the 
Mediterranean: from Alexandria to the Upper 
Nile valley, from Egypt to Greece. 

The kingdom of Nubia was converted to 
Christianity between 530 and 58o through 
sponsored missions from Byzantium during the 
reign of Justinian 1 (527-65), but the Arab 
invasions in the seventh century isolated Nubia 
from Byzantium, although Greck continued to be 
used in inscriptions and Byzantine influences on 
church art persisted, Christian Nubia rema ned 
independent until 1323. "The book has the Life of 
St Mena, or Minas (faithful and blessed), and a 





sermon on the Canons of the First Ecumenical 
Council of Nicaea (325). The language is 
considered to be one of the native African dialeets 
used by the Nubian Christians of the northern 
Sudan. "The manuscript isin fact one of the very 
few remains of the literature of the Church of 
Nubia, and linguistically is of the greatest value’ 
[Budge 1909, p.1). 
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The Four Gospels with title page of St Matthew's 
Gospel, folio 1160-1177 

Мила, 1308 

Paper, 20.5 ж 19.3 em; i66 folios 

Ты British Library, London, (x. gar 

аллагын авва rum pios, iei 710. pp ry 1. Маан уй, т=з еу 
pie 

The Gospels are preceded by the Euscbian Canon 
tables and the title pages of the Gospels are blank 
rectangles coloured yellow instead of the gilded 
illustrations of the earlier manuscripts. The Arab 
conquest of Egypt іп 649 seems a fairly innocuous 
event in Christian sources but и resulted in the 
gradual disappearance of Greek as 8 spoken and 
even as а liturgical language, and the substitution 
of the Bohairic dialect of Coptic as the liturgical 
language during the Patriarchate of Gabriel 11 
(1132—45) finally put an end to the Byzantine 
Corts to control the Church and opened a new 
era in the history of the Egyptian Church. By the 
eleventh century the Copts became bilingual and 
finally Arabic-speaking, retaining Bohaine for 
Scriptures and service books, accompanied by 
Arabic translaton. In this bilingual Воһатс- 
Arabic copy of the Four Gospels, the Arabic is 
presented in а parallel column to the right of the 
Coptic text representing the opening page of 

St Matthew's Gospel (folio 8), 
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394 

Gospel lectionary with the Holy Women at the 

Sepulchre and Christ's Appearance to Mary 

Magdalene, folio 160 

Syria or Mesopotamia, around i226 

Tempera on paper; bold estrangelo script, 47 x 35 ст: 264 

Folios 

The Ншаһ зару, Lamon, Al. $62 

*ELRICENd mri Воля! турп; Мъж Вяра іні Kara digi, тыз ፤ኬ. ፻ኾ *3' 

үр, ከጁ мб ро ил 1 мийн игй, їз. ат, pd. 11, (өз. аг, Мече Ұсай ину, pa 

254. جج‎ ኻሽባዔ Танин aos, nin. ፻፲. p. eem 1 ከበክጣጻ гн, ris 12% 

An inscription in gold letters on blue at the end 

of the Easter Lection (fol. 185) records that the 

manuscript was copied during the prelacy of 

Маг (abbot) lwanmis, ‘patriarch of all the universe’ 

(1208—20), and Mar Ignatios, katolikoa of the 

East (1216-22). No location is indicated, but the 

manuscript is almost a twin of a lectionary in the 
'atican (Syr. 550) completed on 2 May 1220 in 


the Monastery of Mar Mattei, near Mosul in 
northern Mesopotamia. 

This opening shows two events, Christ's 
appearance to Mary Magdalene and the Holy 
Women's visit to the tomb, combined in a single 
composition, The inscription in the picture reads 
‘Our Lord Jesus Christ appears to the women’ 
and “The angel on the tomb’, According to Hugo 
Buchthal, the explanation for the composite style 
af this manuscript is that, as early аз 1180, the 
Arabs in Syria appropriated the Byzantine 
style of form, 4 pictorial tradition that was 
Mediterranean in character, though Islamic in 
its outward appearance: "Byzantine illustration 
treated in the Arab style shows the adaptability 
of Byzantine imagery to local tastes and styles" 
(Buehthal 1640, Leroy 10641. 
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А book of homilies, folio tr 

[ከ1 edlharbrya, Ғаушті, «ний of Cairn, ባጓባ до 

Parehimeni, т] = 27.5 crm; ай Folios 

The Цена Library, Londen, Or 6788 

ል E መረ ан ан ра СИ 777‏ کو ہن 

The manuscript comprises several distinct texts, 

which at some time were secondarily united and 

bound in their present order. All parts are by the 

same scribe and written in identical style: (1) The 

Repose of St John the Evangelist; (2) Gregory of 

Nazianzos, Homily on the Devil and St Michael 

Archangel; (3) Epiphanies of Salamis, On the 
гїп Mary; and (4! Cyril of Alexandria, On 

the Virgin Mary. 

In fol. те, the central figures in the 
hagographical texts assembled are St John and 
the Virgin Mary. St John is represented standing 
holding a book, probably his Gospel, and the 
Virgin is suckling the Christ Child. Although the 
Virgin holds her breast with her hand, her index 
finger is extended pointing to the Child, who is 
stated frontally, and she is seated on a throne. 
This imagery may be а modification of the 
standard Byzantine imagery of the Virgin as 
Hodegetria (one who shows the way), in which the 
Virgin points to the Child as the Messiah, shown 
as a small adult rather than an infant. Philotheos 
the deacon, copyist and artist, records in the 
colophon placed below the frontispiece that the 
manuscript was copied in Ihrit el-Gharbiya, 
Fayum, south of Cairo, between 29 August و‎ 
and 28 August ошо. 
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Fragments of a dish 


Syria, end of thirteenth first half of шесі century 
Yellowish раме, white slim, рамией wih blue, black, turquoise 


CATALOGUE ENTRIES 3027 406 






arid brown under transpanem стеети glare, maximum 
length 31cm 

Benaki Мингэлт, ihera; im тез ity 

PUI ёсзүй ма رئا‎ 

Билэг መዳ rE a A 
The fragments were part of a large dish painted 
with the Deposition [rom the Cross; An additional 
fragment in the Museum of Islamic ላቨ, Сант 
partly shows the Virgin embracing her son's body 
with great emotion and laying her face against his. 
This was a popular image of sorrow in Byzantium 
The two Marys on the dish are shown with the 
emotional gestures normally associated with the 
Crucifixion scene, 

While the iconography is closely associated 
with Byzantine models, the overall style 
demonstrates the Islamic cultural environment of 
Easter Christianity. The facial features with the 
slanting eyes are found in thonteenth-century 
Muslim, Synac and Сорос manusenpts, as well as 
on Syrian underglazed pottery, where the dotted 
halos and the profile of the dish are also 
encountered. But the chronological frame 15 
provided by the influence of DI-Khanid patery, 
evident in the raised and dotted white leaves on 
the background, the decorative lotus panelling of 
the exterior and the Chinese cloud scrolls 
surrounding the hovering angels. It is most likely 
that the strange, non-Christian depiction of St 

John shown with dishevelled hair, resembling the 
mourners on the Great Mongol Shah-Nameh, is 
of the same Mongol provenance. 

Chrisaan subjects are depicted on thirteenth- 
century inlaid metalwork and glass and evoke the 
vitality of Christian communities in the Middle 
East during the Late Ayyubid and Early Mamluk 
penods. The few inscribed pieces show that they 
were commissioned by Muslim patrons. In the 
case of the Deposition dish a Christian patronage 
is more likely. The dish may have been either 
used for the Eucharist, as а paten in which the 
bread was held, or associated with a special 
ceremony of a monastery or a church. 
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Door panels from the Church of the Virgin, 
al-Mu'allaqa, Old Cairo 

፳. 13600 

Cedarwood, approximately ча x نو‎ ። 2.5 cm 

Tor. [ጠህ ከ Meru, Locker, міл АРИЙ ima, i 

Miet шэг 504 ہو وھ‎ Ний шд ቁ ዱኒ ода ар д у ar aê 
84, киш ён, ppg q دہ‎ nu ee ود - السلسدقسہ مد‎ (T. К. Thomm 
81ህሑጭ፡ mimi), epis ба መ ولا‎ то ዌ. Нани сеңін желінді 

These ten panels can be reconstructed as the 
doors formerly opening into the baptismal chapel 
of the ‘Hanging’ Coptic church, al-Mu'allaqa, in 
Old Cairo, located in the southern turret of the 
former Roman fortress of Babylon (Qasr al- 
Sham). These were probably completed for the 
refurbishment of the church from 1401 to 1302, 


CATALOGUE ENTRIES 207-309 


following а Byzantine embassy to Cairo, Traces 
اہ‎ gesso indicate that [ከዮ panels were orguvally 
gilded, and quite possibly painted, making a link 
with templon icons 

Their programme of salvation can be deduced 
from а description of 8872. The panels are paired 
vertically and horizontally. Cross panels at the top 
symbolise Clirisi's trumph over death through the 
Crucifixion, Below, on the right, the Baptism 
heads the feast scenes, above the Annunciation 
and opposite the Nativity/ Adoration. The Entry 
into Jensalem and the Ascension occupy the next 
register. Pentecost and the Anasiasis (Harrowing 
of Hell), the Resurreetion image of Easter, are at 
the bottom, Through Бариа the believer 
achieves salvauon, as do Christ's ancestors im the 
Anastasis, The broken doors of Hell, trampled by 
Christ, are juxtaposed with the pristine sanctuan 
cites of Paradise im the Pentecost scene opposite, 
immediately below Christ's Entry into Jerusalem, 
the eternal city, 

The писгаспоп of different Eastern Christian 
groups, under Islamic Mamluk rule, explains 
several elements of the doors, Sunilar spiky leaves 
appear on Sultan Lagin's pulpit in the mosque 
of Ibn Tulun of 1296. The rich narrative detail 
derives from apocryphal sources in Coptic, 

Syriac and Armenian. Certain fearures of the 
Nativity/ Adoration, including the oriental 
headgear of the Мар, relate to the same scene on 
а templon screen at Sinai attributahle to а Syrian 
Melkite (Byzantine Orthodox) artist, while the 
Anastasis relates to an icon at Sinai. The book 
held by the Virgin of the Annuncaation i Western 
in origin, while the fur tunic of John the Baptist in 
the Baptism, and the tonsure of an Apostle in the 
Ascension, are Byzanune, 
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Casket 

Norman Sacily, twelfth century 

Ivory, painted and дэ! gli copper hinges, عو‎ 127 ст 
Шева а 5Misseum, Аса, ፅና іні. ሀናና 


талаала apie ва Darm чүгү 
883.8፤:ኾ88፣ karsastaa Canh вот صد‎ 3. Hallam smeh, көз гүү, |в و‎ 


This rectangular casket with а pyramidal 
truncated lid decorated with painted and gilded 
omamentation is Constructed from thin ivory 
plaques that are secured together by ivory pegs 
and gilt-copper mounts. Medallions with an 
arabesque design or peacock birds on a 
background of red dots, reminiscent of metalwork 
punched decoration, are the main decorative 
theme. The rest of the surface features pairs of 
birds and small circular motifs scattered 
throughout. The frieze of the lid bears an Arabic 
inscription written in a poor cursive script, The 
content of the inscription is probably benedictory, 
the first word being 'glory' and the second 
perhaps ‘constant’. This conforms to the standard 


Form ob miesenptions that prevailed on works of 
an of the period, expressing general wishes and 
well-lemg to anonymous owners. 

11, casket belongs to à group of about 200 
ЕП h objects, ol saris SECS, Ша arc 
characteristic of ivory production auributed (ከ 
Norman Sicily of the twelfth and thirteenth 
centuries, They are distinguished by a relative 
homogeneity in decoration and sul песі-планер 
which also includes Christian iconography, ; 
а ае however ta the Fatimid style, Such 
caskets were probably used ta store jewellery and 
other precious objecis and a number of these 
ended up in European church treasuries, along 
with other works of Islamic art that were regarded 
as precious im the medieval period, 

Sicily remained under Muslim rule for almost 
two centunes 7 from the ninth until the end of the 
eleventh century. When the Christians regained 
power over the island uncer the Norman kings, 
Cultural and artistic production there was an 
amalgamation of علّمھاکا‎ art with the Christian 
artistic heritage of South Italy and Romanesque 
France as well as Byzantium. Works of art 
influenced by the Islamic aesthetic, and in 
particular by Fatimid art, continued to be 
produced throughout the twelfth century, as is 
attested by the existence of a variety of examples, 
Irom portable objects such as this, to such 
monumental works of art as the painted ceiling 
of the Capella Palatina in Palermo, 
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Candlestick 

Konya, second half of thirteenth century 

Brass, cast, engraved and иМа with silver, 20.1 к 19.5 cm 
Arnaki Mirum. Аена. шту no وو‎ 

pras aon СЬ rp em, pl, Ғ, Aaler туйо, مد‎ ну 
The candlestick has a distinctive concave body 
and socket. The decoration consists of several 
epigraphic bands with benedictory inscriptions, 
written іп a variety of scripts, including an 
animated cursive script on Ше neck and a large 
figural frieze on the body, It contains four 
roundels alternating with cartouches and linked by 
cight-lobed rosettes, all set on a dense arabesque 
background. The cartouches enclose birds of prey 
attacking birds, while the roundels contain | 
individual figures, part of an entertainment scene: 
a seated figure raising a drinking cup, two scated 
musicians, one playing а small lute, the other 8 
large harp, and, finally, а standing figure dancing 
and holding clappers in his hands, 

The candlestick belongs to a group of more 
than 50 known pieces of similar dimensions and 
shape; they are distinguished by their wide variety 
of figural decoration that draws freely from 
Byzantine, Armenian, Georgian, Crusader ог 


Western European sources (Venice 1994, nos 120 

















j [1 Мат), Several iconographic 


ah ppt Ге Benaki candlestick 


| epiraphi features 0 cand 
ТІ | d with à сат сын kan the Victoria and 
jm alil et 


Шеп \ fuscum, London, and ди ini in us [ns 
ہے‎ County Museum, but their plac е af 
— ture is not known. The mixing of styles 
andi iy pis al Islamic repertoire of courtly 
ии, ainmeii characterises the art of the Seljuqs 
„f Rum. ‘Two candlesticks carrying Мемем 
verses, and thus associated with Konya (Ше 
Вугапиие leonum, make Ше attribution ol at 
least some of the candlesticks to the capital of the 
Sultanate plausible (Melikian-Chirvant 1987). 

| АЙ candlesticks of this group that can be 
traced originate from Turkey and the majority 
of the pieces are still preserved there, Two 
candlesticks in the Athonite monasteries of St Paul 
and Docheiariou are exceptions (Thessaloniki 
10970, 1.9.28, рр.322-3 [ A. ВаШап]). It is not 
known, however, how they were acquired. The 
si Paul candlestick serves as а base for a Venetian 
cross and was acquired after the refoundation of 
the monastery in the 13809, There is an interesting 
clue to explain how the candlestick came to be in 
the Monastery of Dochetariou. The monks owned 
а boat and travelled for commercial reasons to the 
ports of Africa and to Constantinople, where they 
may have acquired the candlestick. 
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Lustre-painted bowl with giraffe 


Egypt, late tenth-early elevenih century 
Earthenware painted in lustre colours over a glaze, 
diame 24 (0 


Benati Muarem, Asher, апя to 49 
уйл seam M .ا‎ parbi የክሕ፡ куйы. бс aig р эээ 
د‎ 16, p 818, Мене Berg igi pp үү = Î, ہنا‎ ni 8 жәні, 
This ceramic bowl, which has been restored and 
repainted in areas, has a monochrome lustre 
decoration over an opaque glaze. The central 
theme is a girafle shown between its groom and 
a tree, on à background filled with contour panels 
with the design known as 'peacock's eye’. The 
figure of the groom is shown in motion, as if 
walking out of the rim and looking backwards 
while holding the animal on a leash. He wears 
а short tunic, a turban on his head and boots on 
his feet while tiraz bands decorate his arms and 
headdress. The giraffe wears à saddle decorated 
with а palmette scroll and is portrayed following 
the groom. The tree is curved and skilfully fills the 
space behind the animal while following the shape 
of the bowl. The reverse displays concentric circles 
and loosely applied strokes. 

An inscribed fragmentary bow! with the 
name of the artist = “the work of Muslim (ibjn al- 
Dahhan' — is conserved in Cairo and displays the 
same scene but in а double mirror image | 
Meinecke-Berg 1999, P-354 ПЕ). The similarity 





in the design of the two bowls is striking, leading 
to Ше assumption that the Benaki bowl was 
created by the same artist. The same signature 
appears on a dish fragment in the Benaki 
Museum, Athens, with additional information 
which indicates that the artist lived during the 
time of the Fatimid caliph al-Hakim (00: 1021 
(Philon 1980, по. доц. p.198), thereby dating this 
bowl to the same period. 

Giralles were regarded as exotic and 
prestigious animals and are frequently 
mentioned in medieval texts. Customarily, 
they were brought out to impress either caliphs 
an festival celebrations or ambassadors. On other 
occasions they were sent as gifts to neighbouring 
courts, as the giraffe and the elephant were to 
Constantine IX Monomachos by al-Mustanar in 
1053 (Ševčenko 2002, p.771. 
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Bowl with leopard and trainer 


Egypt, eleventh century 

Earthenware painted in lustre colours over û glare, 
አከ8ቪ'ሆያ 24.3 cim 

Встъа Numa, Athana, шуу جھ‎ 14111) 

FAuvrRANCE arpar) из Egypt; vnu 

SELECTED гине Тийн 1980, Бур, 42. гін, Barr ing. Маги ае Berg 
нұр Па Dl, ф тух, Pama мамка, выл, 87, ሁ 118, Dalban مض‎ е үү, рь 1) 
This fragmentary bowl, which has been restored 
and repainted in areas, is decorated with lustre 


painting over an opaque white glaze. The inside 


of the bowl is treated as 3 painting surface with no 


divisions. Although the central part of the bowl is 
missing, it is possible to suggest, from surviving 
imagery, that it contained a leopard accompanied 
by its trainer, probably an old man. The leopard 
is shown siting on its back legs while the man 
kneels. The man appears to be bald, and wears 

а belted tunic with огах bands and boots. 

A swirling palmette tree is used effectively to 
create а background for the scene. The reverse 

is decorated with lustre circles and strokes. 

"The task of reconstructing the design was 
made easier by basing it on other works of art 
гот the Fatimid period with which it shared 
certain similarines. For example, it ts possible to 
relate the figure of the leopard to that carved on 
the rock-crystal ewer inscribed with the name of 
the Caliph al-Aziz (975, 9495) that is today kept in 
the Treasury of San Marco, Venice (Venice 1993, 
по, 6i, p.153). The animal appears to be standing 
in 8 similar posture and has Из tail curled around 
их hind leg. Furthermore, an image of 8 man 
carrying a basket on а fragmentary dish in the 
Keir Collection (Richmond, Surrey) displays 
similar facial features and clothing details to the 
trainer (Watson 1988, по Су, pp.149— 50). 

This bowl belongs to а group of ceramic 
wares representing scenes of everyday life at court. 
During the Fatimid period, leopards were 


regarded as rare and exotic creatures. They were 
objects of admiration at the caliph's court and 
were used in the royal hunt. As they evoke ап 
image of authonty and prestige, they may have 
heen portrayed only on luxury items. 


ича міз АГТІН. 
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Lustre-painted bowl май cup-hearer 


Egypt, Eleventh century 
Earthemeare ги на Ініге colours over а glare, 
diameirr ай cm 


ይክ Masa, Athena. 4ዞና ne anh 
FEKE увита | የብ ял dn 
Stacie let v РАТА ید‎ ДА መፍ چا کا‎ ሳኒ lain መሷ 
mapis 
This fragrnentary ceramic bowl, which has been 
restored and repainted in areas, has monochrome 
lustre decoration over ап opaque glaze, It is 
decorated with a seated barefooted figure on a 
background ornamented with a dense palmette 
scroll, The figure, shown in three-quarter view, 
has long hair kept together by a headband, and 
holds a conical сир in one hand. He is dressed in 
an elaborate tunic decorated with cross motifs and 
large palmettes; the sleeves bear schematised tiraz 
bands. The reverse of the bowl is painted with 
lustre circles and strokes. Inside the footring are 
[aint traces of the artist's signature, probably the 
name Tabib. 

This popular theme is the subject of two lustre 
dishes in the Museum of Islamic Art, Cairo, that 
display the cup-bearer figure sitting cross-legged. 
One is signed with the artist's name, Ja'far, and 
displays a figure with long braids holding two cups 
and clad іп a dress decorated with large palmettes 
rendered in a stylised manner (Grube and Johns 
2005, no. 14.5, p.115). Іп comparison, the other 
Cairo bowl, which 8 unsigned, shows a cup- 
bearer with similar features on a less crowded 
background. The treatment of the clothing is 
closer to the Benaki bowl in that it exhibits an 
artempt to achieve a realistic representation in the 
costume which follows to same extent the form of 
the body underneath (Paris 1998, по 35, p. 111). 

The cup-bearer is part of the iconography of 
court figures engaged in everyday activities such 
as drinking, playing music, dancing and hunting 
wild animals. А recurrent theme in the Fatimid 
artistic tradition, it is found not only in ceramics 
but also in woodwork, ivory, textiles and painting. 
This iconographic cycle is particularly popular 
during this period when artists show an interest 
in the human form and, although they arc 
continuing the Abbasid painting tradition, obtain 
a higher degree of naturalism reminiscent of Late 
Antique prototypes. 


MINA ЗИТН ዲር 
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The Monastery of 


St Catherine at Sinai 
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Icon with Chris with SS, Sermos and Bacchos 
Constantinople, sieh or seventh century 

Encaustic зан! gold on pine, 28.5 ። 41.8 ста 

The ከክበ; алы Varvara Кӛмленіш እ ከመ“ اھ‎ Are, Kev, m mo ٣ 
rere Зайгаа :ضا‎ Arr Виланйгит Parji түнт وو‎ the Мантайкту 
н Sy Сайта, እሺ! білді, ме Кан ін ኮድ най ингичэнй سوہ‎ 

88:1.8፡791፡ атаана. Wem bs. ኮኮ 28 - р Каный 6099. Lie ጭጭ 
2868, 89፡77 (T Маіћета) 

Sermos and Bacchos are shown as very youthful 
saints each wearing a gold chiton with а carmine 
clavus and a white chlamys held in place with a 
gold clasp. They have large ornamental gold 
torques (mamakia) around their necks, signs of 
their officer rank in the army. They hold martyrs 
crosses because they were executed іп Syria in 
around доо after refusing ах Christians to sacrifice 
to Zeus, Both saints were very popular in the cast 
as healers and defenders: Justinian and Theodora 
founded а monastery and church in their honour 
at Constantinople, their cult centre was at the 
pilgrimage city of Sermopolis (Rusafa) in Ше 
desert north of Palmyra, and the treasure of 
Kaper Когаоп, à village in Syria with a church 
dedicated t0 St Sergios, might have included 

the Annoch Chalice (cat. rg). 

The medium of the painting 15 encaustic on 

woad; the panel has cracked horizontally and the 
paint surface has been retouched in several places 
(the saints’ names were added later). The thick 
impasto style of the painting ts very similar to 
one of the carly encaustic icons at Sinai with the 
Virgin and Child, angels and two military saints 
(Mathews, in Los Angeles 2006). The precise 
dating of this Virgin panel is а matter of debate, 
although there is agreement that the style belongs 
before iconoclasm and in the sixth or seventh 
century. One speculative argument is that 
Justinian, as the founder of the present monastery 
between 550 and 565, sent а set of icons to adorn 
it. This is the basis for dating several icons, 
including this one, to the sixth century and for 
suggesting them to be the work of the artists of 
Constantinople. Others suggest a seventh-century 
date for this рапс! and a possible provenance in 
onc of the cult centres. 

MONIN CORMACK 





ጋዱ 
Icon with the Virgin and Child 


Сапматішііс, sixth century 
Encoumic and gold on larch, 35.4 x 20.6 cm 


The Balkan аға እህ Баш аво እ, of Arr, Kirs, аушы 81: 
Fone мағы вер сша не Гїнүйгүгй speak frm ilr Млечин гу 
а Ma Caterer, Alina Мәні, سر‎ Kier іт the үчүн  ашэглеэтий содыр 
ملظ‎ ан сва Virzrrmar prů, миг. i j 8; Алығта aoo, nei d, ppo364 7 ነ 
ІН ضطاعععصصہتا‎ 


CATALOGUE ENTRIES 919-316 


The Virgin Mary holds Christ high on ber 
shoulder, gnpping his bod tightly in her crossed 
arms, Both figures look to the left, although she 
is tumed towards Christ: he holds eut his right 
hand with an open palin, This is an unusual 
composition, and not, for example, the 
Hodegetna type that becomes so common after 
iconoclasm, The vertical gold stroke 10 the right 
of the Virgin's halo has been read as a fragment 
of Greek lettering that describes her as St Магу, 
a form known in the Early Byzantine period. 
Interpretation of the meamng of the composition 
is complicated by the fact that the icon has at 
some time in its history been cut and reshaped, 
About 4 cm are missing from the left side, perhaps 
more below, and the upper part has been altered 
to fit a Gothicestyle frame, One interpretation is 
that the original icon was an Adoration of the 
Magi, now severely cut down, but that does not 
seem likely. Probably it was originally a devotion 
panel of the Virgin and Child that was adapted 
during the Crusader period, perhaps Бу Latin 
pilgrims, because of its venerable status in the 
monastery, The elaborate punched rosettes in 
the gold haloes may belong to this period of 
veneration. There are also some modern 
restorations. 

The use of encaustic, and the stylistic 
connections with other early icons in the 
monastery that have been dated to the sixth or 
seventh century, are the basis for the suggested 
date in the sixth century and the attribution 
to Constantinople. 


RORIS CORMACK 
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Icon of St George and scenes of hus 
Ше and miracles 

Sinai (7), beginning of the thirteenth century 


Egg tempera and gold leaf on wood, primed with cloth 
and messo, 127 и Bo.b cm 


The Haly Мізеігтү cd 54 Catherine, 5:88) 

мтастар пвечжансаа ብብ. sed Sitios ny yh nl. t, Eu mla, 

pp وو‎ - Wiran кйш, pp Comatanianishes igi. 5 jie 
pa 1, Ing ir. دا‎ wy, е جرد‎ Mew Work 39፡4, 86-238, pp 171-1 

The icon has a central representation of a 
standing St George dressed as a soldier and а 
[rame with twenty scenes from the ma m 
and miracles of the saint. This number of scenes 
is the highest known in an icon of this type. The 
narrative starts on the upper-left corner with St 
George distributing his belongings t the poor and 
ends on the bottom night with the burial of the 
saint. There is an emphasis on his martyrdom as 
fifteen of the scenes illustrate events of it, such as 
the saint burned with torches, in the lime pit, 
scratched, on the wheel and decapitated by sword, 
This type of icon is called a vita or biographical 
icon and Sinai has the richest and earliest 
collection of such icons with saints especially 


venerated in the monastery, as St Cathe 
(New York 2094, no.201, pp.341—4 
(м.р Sevéenka] ганд Moses (Mouriki 1915). 
We cannot be certain about the exact 
function or placement al these icons, 


rine 


(ми for the 
ኣዝ icon о St Catherine, there із evidence that 


и stood by the tomb of the saint inside the инь 


а Sinai, И has been argued that vita icons are an 


invention of Byzantium in regionis in the East 
Mediterranean with mixed cultures venerating the 
same saints but in different languages and literary 
traditions (Ševčenko 1999). 

The donor of the icon is shown in Miniature 
scale to the left of St George and ап inscription 
above his head reads: ATIE TOY 0۷ воне 
TON CON AOYAON IQ ANNHN) МОМАЖОК) 
КАП HEPEAN TON EK ПОӨОҮ KTICANTA THN 
CIN HKONA TON HBEPON ("О saint of God, 
help your servant John, monk and priest, who 
with desire commissioned your image, the 
Georgian’), 

There was a Georgian community of 
monks at Sinai at least from the eleventh 
century and maybe this icon was commissioned 
а Sinai by the Georgian monk and priest John, 
The back of the icon has the wavy black and red 
smpes which may indicate a production at Sinai. 
MARIA VASSILARI 
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Icon of the Prophet Moses before the Burning 
Bush and receiving the Tablets of the Law 
Sinai (77, late twelfth- early thirteenth century 


Egy tempera and geld leal on wood, primed with cloth 
ший gesso, 132.5 х 699 ст 


The Haly Minasirry of Саеге, Sinai 
иликти пава. онен жені euren у= А, 551. i Іш ےہ‎ 594.3) 
pp Їр ge, Wetanan ,عوقو‎ ኮኮ 102 eli, Миша ,مور‎ р. ino, چا‎ 24 
Монар цул, የ جو‎ - 8, ip ing: تک‎ Ремета нагу and London ээд, no 558), 
peg و‎ IV. Paride Lon Angeles 2066, no. 7, p 63 |С. акрам 
The Prophet Moses is receiving the tablets of 
law from the hand of God, which appears from. 
à quadrant on the upper left corner. The Burning | 
Bush is painted at the bottom-left corner of the 
icon. Moses is barefoot; his sandals lie on the 
green ground. This composition reflects the sixth- ' 
century mosaics above the conch of the apse of 
the monastery church, except that the artist has 
chosen to show Moses as а young man and not 
bearded. An inscription on the bottom frame of 
the icon reads; OC ICTOPHCEN QOEOITTA CON. 
TYHON AITEI СТЕФАКОС AYCHN 
AMTAAKHMA(TON) (‘the person who painted. 
your likeness, named Stephen, requests, O God- 
seer, release from his errors"), Next to it an 
insenption in Arabic translates as: “(7 you who 
have "en God, grant forgiveness to Stephanos 
ын painted your Virtues’, Above the Burning 
cda later inscription in Greek reads: 
TONS КҮРЕ THN WYXHN MANOY/YA 
г, Lord, the soul of Manuel"). 






pas been proposed that Stephanos was hoth 

Ii 11415 i = : 1 

| per amd Чоно! of this con, though ዘ has 
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gir eed that he was the donor alone 


| Lii Angeles ню, р, ri. The 
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need (Parpulov m Los Angeles 
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ми», PHOS! 
pris believed 
rophet Moses on the summit of 


that this icon was made for the 


Church of the ۲ 
ihe Horeb mountam (V 'ocetopoulos 1995 үр: 204) 
И forms ac pair with that of the Prophet Elijah 
Los Angeles. 2006, no. 28, р.194 |С. Ратрщох]), 
presumably meant for the chapel built at the site 
a the cave at Mount Hore, where the prophet 
rook refuge. In the late sixteenth century the two 
icons were placed on either side of the entrance 
from the narthex into the nave of the monastery 
church (Los Angeles 2006, p. 193). 

The rear side of the icon is decorated 
with wavy black and red stripes and this has 
been taken as an indicator trademark for icons 
produced at Sinai. 


ABA ۸011-1 
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[conestasis beam with the Great Feasts and Deisis 


5inad |۴۰ инин 0 

Ес tempera анд gold leaf on wood, primed with cloth 

am] geo, 15:3 ። 38 7 cm; 25 В x 38.5 cm [Kommesis of the 
Хэгшп! 

Tis Ной بصفسفسالڈ‎ of اک‎ Cherm, Fenai 

LRT ВЕРА а Sri اسر‎ бетта! ipu ,قد‎ хал, Баз na rhi, لات‎ a, 
рін» іш, esae. [9ኔ።, ڑج‎ ክቢ ара. Вот р: Мянийн инэл, p. 89”? تھا‎ 
187 ፲3. Менн іу nos نو‎ = 7, pisa тээ, New York مھ چھود‎ лай, 

prr argo А Мезі Carr] 

This is the central part of a templon beam, 

which now survives in several pieces. This section 
painted on a single piece of wood, has the Deisis 
at the сетите, the Transfiguration and Baptism of 
Christ on the left, the Raising of Lazarus and the 
Entry into, Jerusalem on the right. The entire 
length of the full iconostasis suggests that it could 
have been made for the templon of the central 
nave of the monastery church at Sinar It includes 
the twelve major church feasts (the Annunciation, 
Nativity, Presentation of Christ to the Temple, 
Baptism of Christ, Transfiguration, Raising of 
Lazarus, Entry into Jerusalem, Crucifixion, 
Anastasis, Ascension, Pentecost and Koimeisis 

of the Virgin), two scenes from the infancy ol the 
Virgin (the Birth and Presentation to the Temple) 
anc the Deisis in the middle, 

This section is the work of a painter with а 
distinctive style, He favours bright colours such 
ах orange and blue and has an unusual technique 
of quick brush strokes. Landscape is far morc 
important in his scenes than the architectural 
background, which is kept to the minimum. 

This ‘innovative’ style is mainly exhibited in 
this central fragment and the scenes of the 
Pentecost and the Koimesis of the Virgin. 


АҒЫ 


This disparity between scenes led Weitamann 

to suggest that three painters worked for the 
entire work. It is true that scenes, such as the 
Crucifixion and the Anastasis lack the daring 
approach to the soft modelling of figures and the 
usc of bright colours, which is so conspicumis in 
wenes like the Raising of Lazarus. Perhaps 
therefore one can suggest that the painter of 

the central section was the master under whom 
painters of à workshop operated. 

Sinai has preserved ап impressive number of 
templon beams dating from the twelfth century 
onwards (Weitzmann (9848, pp.64— 86, figs 1-17), 
which may have been executed in situ by 
accomplished painters working at Sinai hut 
trained elsewhere. 


MARIA VASSILAKI 


418, 319, 320, 321 


Певв with St Peter, Archangel Michael, 
Archangel Gabriel, 5t Paul 


Sinai (7), thirteenth century 

Tempera on wood, 105,7 ж 71.1 em (Peter), 105.5 « 75.5 СПА 
(Michael); 105 ። 75 cm (Gabriel); 04.3 ። 69.8 ст (Раш) 

The Ние Monastery nf Si Cadhierine, Sanai 
لس یس فور س چا‎ s yr 0 
rspecially p. 38 

These four panels of similar size and style can be 
reconstructed as part of a set of Great Deisis icons 
from a sanctuary screen from the monastery at 
Sinai. What 15 lacking from the centre are the 
three icons of St John the Baptist, Christ and the 
Virgin Mary. The main church (the Кайо Азн) 
and other chapels inside the precinct and on the 
mountains around all needed icons аз the templon 
screen and iconostasis of the Orthodox church 
evolved, and in the various rooms of the 
monastery are the scattered component elements 
of many different screens. The ила оп of the 
monastery today has a massive screen made by 
the Cretan artist Jeremias in 1612. One question 
is whether these panels formed a set for one of the 
earlier periods of adormment of this church below 
the sixth-century mosaic of the Transhguration, 
which has over the years been progressively 
obscured as the sanctuary has become more 
enclosed by icons, 

Each of these icons has in common the use 
of a real gold-leaf ground (many large icons па the 
monastery economised by using coloured varnish 
over à cheaper metal to ‘fake’ a gold ground), and 
the figures share many similarities of colour 
scheme and style. The angels have gold (so-called 
chrysographia) in their garments, as do Peter and 
Paul. One distinctive feature of both angels are 
the hairbands and the large ornamental red ruby 
set in gold with four white pearls held by pins; this 
same design is found in the hair of the Archangel 
Gabriel in the sanctuary doors from (naw) 
elsewhere in the monastery (саг 22). This 


opens the question of whether these icons all 
lormed part of a relatively high screen (an сапу 
iconestasts) in the До оп, erected at some timc 
in the thirteenth century. [[ this controversial 
proposal is accepted, they would mark a turning 
paint in the history of the Byzantine screen, às it 
developed from the templon with ап epistyle and 
intercolummar icons into the high iconostasis 
currently best known in Russian churches 

from the late fourteenth century. 


ROM CORMACK 





322 
Sanctuary door with ۸ 


Sinai |. thirteenth cerry 
Tempera on linen over wood, 139 ። ۴ 
3894 ፪18 е 33.2 cm 
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These two leaves of a double door are one of the 
carliest surviving examples of Byzantine sanctuary 
‘heavenly’ ог ‘holy gates’. They have been shaved 
down shghtly for secondary reuse at some date in 
the chapel of the Five Martyrs, having originally 
fitted into a slightly wider opening, but like all 
such doors they were always relatively narrow, 
Over the centuries the lower parts of the panels 
have been вропей by water, due to regular 
washing of the floor of the church. 

The Annunciation (0 ХАІРЕТІСМОС із the 
srandard scene for the doors of the sanctuary 
screen berween the congregation and the altar 
symbolically the barrier between heaven and 
earth in the church budding. In this case Gabriel 
stances firmly in front of a low wall and faces the 
Virgin. He wears a green tunic and a pastel pink 
cloak, and his long curling hair is tied up with a 
band which has at its centre a large red ruby set 
in gold with four white pearls held by pins. The 
Mother of God stands spinning in front of a regal 
stool with а red cushion on which i thrown a 
white cloth. She is dressed also in green and has 
a purple maphonon. Her gesture ts onc of 
surprise, but the expression of her face 15 one of 
calm acceptance of the announcement of the 
coming birth of the son of God. 

Piatnitsky, who was the first to publish these 
paintings (St Petersburg and London 2000), dated 
them to the late twelfth century. However, a 
slightly later cate in the thirteenth century із 
possible, as is 8 connection with the icons from 
a Deisis group (cats 318, 419, 420, 321). 


LON CONMACE 


CATALOGUE ENTRIES 317—322 
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323 
Icon of the Heavenly Ladder 
of Si Jahn Klimakos 


Donstantimople er sina, [ate кеі ۹ 
Egg tempera and gold leaf on wood. primed wath 


cloth аш ges pil = 20.1 cm 
Пи አዘ Slower of За Сала. 91 
изтотко жеги MO. Aimoa wn, уа گار حم‎ 31. ИЕ eun. pp йт 
ing "ነፍ ሮዳ Work (9967, no 447. pp 120 7 OR Congue, Len Angeles ወ. tim 4) 
pp ፤884 F |8 ни гү: Dormnack diera ፻ቦ 15 ges |8፤ 
[ hus ts the earliest surviving icon depicting the 
Heavenly Ladder, which 5 the theme of à treatise 
written by St John К таКов (of the Ladder) in th 
seventh century. John (6379 - бло) was а monk at 
Sinai, who later became abbot of the monastery, 
His text [5 divided into зо chapters, as was the 
age of Christ before his baptism. The text speaks 
ol the vices that a monk has to avoid and of the 
virtues that he has to acquire in order to reach 
E sod 
А ladder with 30 rungs crosses the 
composition of the icon diagonally and unites 
earth with heaven. On top of the ladder is St John 
Klimakos, followed by the abbot of the monastery 
Antonios, who may have commissioned this icon, 
Their names are written іп red maguscule letters 
on the golden background. Christ, hall-length, 
appears from al quacdrant, хү Пи ከ represents 
heaven, and is blessing St John, who is reaching 
him. А long row of monks are following St John 
and Antonios, all looking up towards heaven 
‘Those defeated by temptation are pulled down 
by black devils with the help of black chains. They 
will be punished in Hell. The mouth of Hell is at 
the bottom of the ladder and one of the monks 15 
already half way inside it, Some monks at the 
bottom nght LE anending the сепи and ЕГІ" 
Гар Шен ӨТТІ» 111 ргаугт, мпп angels «11. 
the upper left are ако part of the narrative, 
as they have а уна! role to play in the text of 
the Heavenly Ladder. Their haloes resemble 
spinning wheels, as they are polished to 
reflect hight. This technique of burnishing is 
а charactensoc of several icons produced at 
Sinai, The back of the icon shows crosses within 
medallions, a decoration found in other twelfth- 
century icons from Sinai, with which this icon 
has been connected in style, such as the icon 
of the Annunciation (New York 1997, no. 246, 
pp.374—5 [A Weyl Сагт|). 
The theme of the Heavenly Ladder is rare 
in icon painting and was first developed іп 
illuminated manuscripts with this popular text 
in the late eleventh century onwards (Wat, Gr 
304, Sinai cod. 418) 


МАМА VASSEIELAKI 


CATALOGUE ENTRIES 423 








Endnotes The Art of Byzantium: 340 - 1453 


= 


ኦኮ; 


ІН 


| 


au 


pages یو‎ 11 


Cameron 00h 
Cormack нақ, p. 125 
Sirwan ooh, pp 1 742 
M'ritermann in, pr zig 
Parlier and, Jenkins 30045 
Ма ነዛ 5طز(‎ 
Pentcheva ний 
۳۲15 

Heling i094 


Manto 1572, p- 16 


Ihe Beginnings of Chosuan Art 


papa IA 07 


Mango Hz, 
[3418፪፪ 2008 
Нартай туна 


Оп the problem of daing catacomb panting, aee De 
Bruyne 158, Bisconti 794; Duyan 1994 and Salvadan 
3903, Appendix IE: “The Chronology of Paleochrstan 


Ғапгтагу Painting in Rome" 


(38 Christian attitudes vorwards mages an ihe fist 
centuries, ዛድዮ Pinney (094 


Етап тт 1338 

Nlathews зоо; Andalore сооб, pp. 114 24 
“сет وا‎ 

Rouse pgod 


From Constantine to Iconoclasm 





pages б4 па 


Еге ет ииз, መ=] 

Мас огтиаск mds, pp. ፣፣ 88 
Мас С отток 193, рр. 20, 45, 777-8 

See Mathews trt рр. а-а 
Lrbana-Charmgpaum (989 p. 286, no. 120 
Кете 1948) рр. so, 130, 145-9 

Vogt 1307, val. مو‎ p. 115 

Vogt i967, val. л, PF. A 

Vogt 1967, vol. 2, pp-4a—t 

Rew Work 19907. pp- nga i 

Cameron 1975 pp. 56-8, 1060—7, 188 —91 
Pamala ሻጩ 111, 501. 1049. 

Vogt 1957, vaL 1, р 

Wewzmann тате, рз. 24” ጓ 

Балет 54 

Buckton года. pp. 120 =! 

Пер аут 15110, p.129 

Urbani- Champaign таво 

Theophanes [155]. р.р 


Peers 3994, pp. 35- 0 








3 Atr Court 
[pages 110110 

го Litavrin 1972, ኮኮ-፡48. 268. 

2 [n Washington DC. Weiternann 19724, no. 25 

д 18 በዙ Grünes Gewolbe, Cutler 1994, fig. 226 

4. Onkonaomides 1995, p.75. 

5 Гог this primary source ме Cutler i994, p.278, note 87. 

6 Наһаа 1571, no 41 |М. E. Frazer 

2 Sewienke нин 

Я New York 1997, nin. 140 (T. Каїдутетги! 

9 Weitzrnann 1576, no. ЮН 

to Cutler typ p.205 and fig. 222 

ii For the textual sources and discussion, «ee Cutler 1999, 
р.баб, 

12 In the Louvre, Pans. New York 1097, 8٥ 

гр. Hahbnloser гар, moas (Л. Редом) 

ı4 Frolew ид, p. 782, no. 245 p. 109. no. 29b. 

i — Buchihal 1974 

4.1 At Home: 1 Ceramics of Everyday Life 
(pages 140 - 1429; 

Іі Hayes 8072. 

3 Vroom 20905. pp. 331 3. 

3 Magure and Dauterman Maguire 2007, pp. کو- الو‎ 

4 Hayes i972, figs 51, 54-7, 78. ገፁ 

§ — Urbana-Champaign «08. pp. 16 33. 

à Vroom 2003, pp. z38 - ہو‎ 331- 3; Papanikala-Balartzi 
g^, pp. (15 20, Fig. 5. 

т Шашпуа 8089. рр.5% 65; Sanders 2000, p. 165 

В Hayes года, p. 13; Sanders 2003, р. 390. 

Hayes 1902, рр. 35- 7; Sanders 2001‏ و 

то Hayes 1992, pp. 12- 37. 

и New York 1997, па. 28. pp 67 -8 (Н. C. Evans) and 
па-981, pp. جو‎ - 2 (Р. белсен) 

ıa Sanders goon, p 166; Sanders 2003, p. ہوک‎ 

ІҢ Thessaloniki 1и) 

Ballian and Drandaki 2003.‏ یو 

пъ — Thowaloniki 1999, по. 34, p. 48 (T. Ткапапа), no. 37, 
p.50 С. Кайли! 

1 Thessaloniki 2002, по. 233, pp. 200—1 
(M. Michaclidiou]. 

7 — Thessaloniki 1999, :سم‎ Vroom 2993. pp. 24870) 5427 
3: Papanikota-Bakirtn 2005, pp. 121 73, ፳፲. 

ІН Thessaloniki 1999, nos 756- 110. 

19. Papanikola-Bakiron 2993. pp.45, 63-4 

го  Papanikola-Balarrzi 20፡94. 5-یب جم‎ 

ENDNOTES 


4.2 At Home: 2 Metalwork of Everyday Life 


pagra کا‎ 1б) 


Delil уби, пе 28, 33, ጊነ. 37-9: М. E 00, 78 
Cypne), nis 32, 40 73, 4H - 50 (M ytilenei 


Па аа and Drandaks gon 

Mundell Mango эст, pp. نا‎ 6 
Мишиг! Mango 2007, ዞኮ 1287-1411, 
Mundell Mango 2007, ኮ 140, fig. 14: нд 


Leader-Aewhy 2094, pp 1539. bo 


43 At Home: 3 Jewellery and Adornment 


ыт 


pages 1882-1401 


Veroulanou 14444 ا‎ 

Vermeule 1971, ات‎ 42 

Кока 1965, mos 1-4: Grabar ну, Dennison 1918; 
Seyhani and у алі 1651. Athens 101. pp. 322 - 6, 
178 88; Thessaloniki 80978, no 222, pp.222 733. 
Dallas аад, pp. rog - 67 


New York 107, по 145, р. 187: Athens 2001, pp 701, 
18-84 
f 


Deliornas 15004, pp. 357 ' 479 


At Church 
(pages 194 7247) 


Far a good incroductn to Byzanune religion, sec 
Cunningham 2002. For more on the material discussed 
here, Safran 1598 is recommended and Mathews 1907 
touches on similar themes 


Gregory's comment came in Florence ai the time of the 
Сармис! of Ferrara in 1438. Quoted in Sylvester 
Syropoulos, Fera бит, p.109; translation from Mango 
16 

This phrase was used by the eighth-century patnarch, 
Germanos: see Germanos (1984! 

For church architecture, «ёс Mango 1978, Krautheimer 
1986, Chisrerbout 15498, Сает 1959 

The Twelve Great Feasts are the Birth of the Mother of 
God, the Presentation of the Mother of God, the 
Annunciation, Ше Nativiry, Epiphany, the Presentation, 
the Baptism, the Transfiguration, the Entry into 
Jerusalem, Ascension, Pentecost, the Koimesis, or 
death, of the Mother of God, and the Exaltation of the 
Gross. However, these Twelve Great Feasts do not 
always match the scenes which dominate in art after the 
eleventh century: the Annunciation, the Nativity, 
Epiphany, the Presentation, the Baptism, the 
Transfiguration, the Raising of Lazarus, the Entry into 
Jerusalem, the Crucifixion, the Агама or 
Resurrection, Pentecost, the Ascension. Sec Demus 
፤948 and Kitanger 198. 

For images in the church, see Mathews 1988 and 
Maguire 1958. 

Russian envoys in Cross and Sherbowits-Wetror 1953, 
pp. iro - ir. 

Ševčenko 1901. 

In a small-scale survey of the saints in 24 Middle 
Byzantine churches, 175 dillerent saints appeared. None 
appeared in all 25 churches. Only 75 appeared more 
than twice; کو‎ appeared twice and 64 once. This may 
just be chance of survival but it may also reflect an 
enormous diversity in which saints appeared in 
churches: see James 1994. 


For liturgical silver, sce Boyd 1998. 





0 


loons. 


pages чүй 27 


Chatralakis imbs, Weitemann ll Bacci 20004, 
ر‎ е 

[ጨጩበቁዘዘጠባ by Rob Ciormack Si Jolin Damascene, 
ІК imag. ኦጠ HT, paragraph rh, Райт оста graeca, аф. 
ІЗІ pee ako Mango 1972, p. 1711; eee има Fatrodages 
ድብቋ, түг, р лм John Clirysestom), Pedrola теа, 
ур: 74 | Pseudo-Dionysios ; Mango 1972, рр-147-8, 
Ба 75 Сантиын К 7 

Urabar 1975: Durand 20048, New Yoik 2004, mos 152, 
153. 134 

They arc represented та же сстийгу icon in the 
Sina monastery: see Carr 2002, pp. 757 108, figs 1, 2, 6 
and Athens 2000, figs 82, Ву, 88, nn 

Ševčenko пу, Coun 813 

Vocotopoulos 14141, |3. 102, no Bz 

Vocotopoulos 1955, pp. 58 - 63, nos 33- 49; 

Simai Treasures igo, figs 20-12, 25 7,3173; 

New York- 2004. no 235 

Vocotopoules 1995, p бу, tie. 44; for another example, 
ace p. 137. no. 118. 

Хасах eggs, p.47. ۱ 

Vocotopoulos ig, pp te, ከ8, ከ9. nos 43. 45, 45 
Weitemann 1953: Weitemann тайба, Carr тулд, 
Vocotopoulos гда). 

Papazotos 1096: Tsigandas i988; Avignon 2004. 
Vocotapoulos 1995, nos 1:8 - 22, Thessaloniki 19976, 
поь 2.8- 11, 2.8. за,рр. - 73, 82 7 Е, Тараг). 
Manoussacas igi 6r; Vassilaki уйт, Vasslali 1964. 


Byzantium and the West | 


(рақсэ 274 феи 


Васа 2003, p.237. 

Paris zoom; Krause 2004; Klein 20042. 

Kalavreeou ану. 

Hugh of St Victor, ያ arca Moe modica, ۳۷ [Pitre 
graeca, 1226, col. 686). 

Stubblebine 1566; Writzmann 196844; Belting 19904; 
Derbes 1996; Chastel 19499; Pace 20600; Derbes and 
МеН 2004; Vassulopoulos 2004; Bacci 2007. 

Panofsky 1927; Belting 198i; Derbes 1996; Wolf 2092, 
pp. 160-93. 

Theophilus, De diversi artibus, 1.1, ed. Dodwell 1961, рыр 
Kochler 1941; Demus гато; Weizmann 19664; 
Kitzinger 1965; Kitringer пато; Wixom 1907; 

Chastel нұ). 

Crivello 3907. 

Ser especially Venice 1974; Demus 1984 (Venice), 
and Demus 1950; Kitzinger 1990; Kitzinger 1902-94: 
Tronzo 1997; Andalore 198 (Sicily), 

Brubaker 2004. 

Durand 260044. 

Cormack 20004, pp. ny6 - 3. 

Pace (983; Cald Mariani 1984; Pace ፤ባ868; Вагі 1988; 
Falla Castelfranchi 1991; Pace 1994; Pace 1997; Caló 
Mariani 2002; Pace 2004. 

Živkov 38661. 

Folda 2005; Jacoby 2004. 

Dodd 2004; Hélou 2006; Immerzecl 2007. 

Carr 2005. 

Kollias 1004: de Vaivre 2004. 

Chatzidaka 2000. 








(сайндаа amd Усны 20060 


елімі 1083 чараа едт poa, Сегизи 


1 n 
к Hen [۶81 а Ln ኒ лаал 2007: 


Peries and Хей аи}, لچ‎ 
[lacra ٠٣ 

Колит 2005 

|ካ።ነ 20; Ви ива (57; Folda 1976; Boase ну;‏ سس 
Kahne! (991. Folda 18654; Folda 2005,‏ 

Кори“ 1ባ88 

Wesiphalen 20907 

Harti odo, p. 216 

Weitzmann 1063; Weizmann 10/6008, Weitemann 
цууан, Pace 1984; Cormack and Mihalarias 1984; 


Урош 8949, Folda 1592; Pace 1993; Hunt 1968; 
Feiler 2009; Georgpoalou 20048; Folda 2605. 


8 Beyond Byzantium 


ipages 306 - 365) 


Сопмапите Porphyrogennetos 1967. 
Mango 1976, pp. 73-4 
Кат 1626, pp. !ዐ7- 8; trans. Cross and Sherbawitz- 
Wetzor 1051, p. 111. 
Fora discussion of the dare of Armenia's conversion, 
sce London 2001, pp. 10:24, 
Eastmond and Jones 2001, pp. 146-01. 
Mathews and Daskalakis 1997, pp. 475-84. 
Qaukhchishvaili 1955, pp. 282, 20/0; trans, Thomann 
199, рр. 374-6 
Martin-Hisard 1906, рр.249-48 
Dulauricr and Macher 8017, p. 132; Maranci 2003. 
Chomates 1075, p. 371; гала, Magoulias 1984, p.205; 
Fine 1987, pp. 10-17. 
Kinnamos 1846, pp. 287— 8; trans. Brand 14975, р.аЙа, 
Eastrnond 20038. 
Privaleva 1980. 
Compare Redford 1599, pp. 110-35 and Steppan 1995. 
for arguments about place of origin. 
Azatian 1987; Rogers 1972, рр.77- 119. 
The mon extensive first-hand account of these 
encounters between the Franciscans and the Mongols 
6 that of William of Rusbruck 1990; Коцутурап 006, 
Рр.зо3- 24. 
Vedora 1984. 
Pentcheva 3008, pp. 109—43- 





9 


ела ኤጩ ы 


525 = ч 


Те Monastery of 


St Catherine at Sinai 
(pages 496-375) 


Wilkinson 1555, рр-198-12 
በጠመጩበበበ 1990, pp. 36 - 4 
Sevtenko зообА, Sevécnko 2ообв, pp. 11820 
Ševčenko ооба; Drandaki 2006 
Jacoby 2095, pp. Ва و‎ 
Jacoby зоб, pp. 85- 9 
байына and Sotiriou күб 5. 
Weitzmann 10126. 
Uspensky йүп, 
These are the icons of the Virgin and Child, St John 
the Baptist, 55. Sergios and Нассһов and Si Platon with 
an unidentified female saint; Writemann 1076, ክባ n.2., 
по, 8.10. and 8.15. pp. 15-18, 40-40, 32 5, 38-46, різ 
81, XH, XIV, жүп, XLI, LII, 141, 8 and اض١‎ 
Weitzmann 1976, nos 8 1., 8 3., ва, pp. r- بد‎ iB з, 
23- 5, pls r-ri, rv-vi, уш-х, XXXIX-XLI, SURL, 
хіліп-іл. Chatzidakis 10574. Most recently Mathews 
20065, pp. 30” 55 and the same іп Los Angeles 2006, 
na. t, pp. 122-3. 
See Mathews 2006, pp. 30-35 and no. i1, рр.122-3, 
no. $, pp. 126—7. 
Зайгаа and Sotiriou 1956 58, vol. t, figs 136-43. 
146—531, vol. 2, pp. 1215, 125-30; Cutler and Spiexer 
1996, pl. 310; Athens 2060, pls 87—88, qa 
Los Angeles 2606, nos 28 - 9. рр. و- سو‎ (С. Parpukw; 
Mourili (088; Los Angeles 3006, гыз. 54, pp. 239-61 
(G. Parpulev). 
Mouriki 1990, p. 23, fig.73; Cormack 20005, p.44, 
fig.7; Los Angeles 2906, na. 57, pp. 268 و-‎ (К. Соте) 
Weitzmann 1963; Weitemann 19728; Weitzmann et al. 
1982, рр-201-33. 


Mouriki 1985-86; Falda 19954: Jacoby 2004, 


Papamastorakis 2004; Folda 2005; Cormack 20074, 
pp.69-83. 

Drandakis 1990, pp. 126 8. figs 77, 78, 79, Во, 81, 82. 
Herakicion 1990, no. 4, рр: 156 -85 (M. Vasslakij, no. 5, 
pp. 186—391: (M. Constantoudaki-Kitramilides 


Constantoudaki-Kitromlides 19095; М акъа 1995. 


ENDNOTES 





тээ» 


а —— 


Glossary 


ROBIN CORMACK 





Acheiropoietos 
Not made by human hands, and so miraculously produced. 


achtiname 

Document on which the outline of the hand of Mohammed 
i imprinted, together with the clauses of protection he 
granted, 


adrentus 

Official ceremony welcoming the arrival and reception of 
an emperor or officials into a city. The Entry of Christ inta 
Jerusalem was seen as ап айна. 


ambo 

А prominent raised platform, usually made of marble, in the 
nave of the church, from which the Gospel was read in the 
Ши, И was also used in other parts of the services, not 
only for recitations of the psalms and prayers but also for 
special ceremonial, such as the Exaltation of the Cross on 

14 September. 





Anastasis 

"Resurrection: the Easter image of the Onhodox Church, 
showing Christ breaking down the Gates of Hell and 
releasing Old Testament figures who believed in him 
before the Incarnation. 


appliqué 
A smaller ornament or device applied to another surface, 
for example a textile. 


baldachin see ciborium 


Basileus 
Principal title of the Byzantine emperor. 


bema 
The sanctuary in an Orthodox church. 


bezel 
Focal point of a ring, distinct from the hoop, often engraved 
with a design such as а monogram, ог inlaid with a stone. 


champleré 
An enamelling enamelling technique in which cells are carved into a 
metal object and filled with vitreous enamel and then ша 


cloisonné D 
An enamelling technique chHermg from champs, 2% 


The cells are ereated by soldering metal strips to the 
of the object and the vitreous enamel is poured Into these 
before ዘ scis. 


E! 


: 
colobium xt 


Along, sleeveless garment worn by Christ at the Crucifixion, 
alter iconoclasm he 15 more usually shown wearing a 
loin ки. 


4 —— "° m. 
confratemity жо 


ላ lay organisation, sometimes to help in the cult of icons, 


Deisis 1 
го the composition of Christ with the Virgin Mary and 
Sa Jolin the Baptist. 


diakonikon 
The space, often a chapel, to the right of the sanctuary that | 
acted as the sacristy, 


ekphrasis Eo 
А literary description of à work of ari 


Reliquary with a sacred image or relic worn at the breast. 
Sometimes called a necklace, pendant or pectoral, 


epigonation 
А suff gold-embroidered piece of cloth that hung from th 
girdle to the knee, 14 


epitrachelion መ Е 
An embroidered strip of cloth worn around the neck by | 
priests, the equivalent to the Western stole. 


Etimasia 
The empty Throne prepared for the Last Judgment. | 


A brooch for fastening a tunic at the shoulder, 


ኣ 

| 

Ч 

» 
Literally a prayer or petition, the term is often used to refer j 








11-71 
one of icono asm, whe denied the holiness of 


идэн iens. 


кешене сезе ЕТТЕН 
wonophile Gi iconodoule) ) 
An ортеп al iccnoclasm, whe venerated images, 


M 
iconos sts 
A high screen with icons developed іп Late Byzantium, 


ህግና ي ج‎ ጨፏፊራድ::፡፡፡።ቭ።። 
indiction 

The tax year {1 September to 31 August), which was 
numbered in cycles of 15, starting from 312. 


nnm 
katholikon 

The таш church of a monastery, usually dedicated to the 
patron saint of the foundation. 





Koimesis 
The ‘Falling Asleep’ of the Virgin Mary, when her soul was 
taken up to heaven. [festival day 15 August]. 





lectionary 
A liturgical hook containing texts used at services, arranged. 
according to the Church calendar. 


liturgy 
In Byzantium, the Eucharistic rite, often called the 


Divine Liturgy. 


loros 
A long, jewelled scarf worn on special occasions by the 
emperor and by archangels attending Christ. 


mandorla " 
Virgin, indicative of God's power. 


Мапдуйоп 

The miraculous image of the face of Christ on a cloth which 
was legendarily sent to cure King Abgar of Edessa, and. 
which was taken to Constantinople in 944. 











on 
A long shawl worn over the head and shoulders and ypically 
part of the dress of the Virgin Mary. ta А = 
tma e ul = 
arn 
Nes dg made vo cemmenorte an eet om ie 
life of Christ or the death оГа martyr. AE" 





narthex 
The transverse vestibule of a church, sometimes used for 
baptismal ог funerary services, and the place for penitents. 





niello 
А black metal alloy of sulphide copper silver arid lead, used 
аз a decorative inlay, especially on silver. 


nimbus/nimbate 
A halo worn by Christ, saints and even emperors and their 
wives, Only Christ has the cross nimbus. 


omophorion 
A long white scarf worn by a bishop. 


opus interrasile нис E 
Регеефлкогк technique in gold. 


огапз/ огап! 

А position in which a figure is depicted frontally with both 
arms upraised. 

orarion | 

А narrow white silk stole worn by a deacon while officiating. 





А military cloak similar in form 19 the chlamys, when worn 
by an emperor fastened on the right shoulder with a circular 
brooch fibula). 


Panagia 


ARA the usual epithet of the Virgin Mary or Mother of 
Godin Byzantium. 





Parousia 
The Second Coming of Christ 








‘Literally Ч ost | act с р or reverence, 
СУ ‹በርመመጨበፎወመ 





prothesis: 
(ors sone ሌሪ per Pide aene 





pteruges. 
А Ын of leather or metal strips worn below a cuirass- 








repoussé 1 
хани جو جو می دسا لد‎ 
relief by hammering from behind. 


revetment 
A covering - in marble if [ሰና decorating walls and in gold 
and silver if for covers — to enhance icons. 


nnceau 
А decoration обет in the Form of a vire scroll. 


sakkos 

An outer lirurgical vermen worn bry bishops instead of the 
priests phelonion, usually heavily embroidered; it 18 denved 
from imperial dress. 


Literally scratched; two successive layers of contrasting slip 
are applied to an unfired ceramic, and seratched to produce 
an outline drawing with the different colours, 


slip к 
An aqueous suspension of a mixture of clays and other 
minerals such as quartz, feldspar and mica. 


saurotheke 00 
A reliquary preserving a fragment of the True Cross of the 
Cruecfeaan, reputedly found by St Helena on Golgotha. 


sticharion 
A long tunic worn by а deacon and the higher clergy. 


tablian 
А recrangular decorated panel attached to the edge of 
chlamys. 


templon 

А screen to separate the sanctuary from the nave, developed 
after the sixth сетишгу and comprising an epistyle supported 
on columns and panels at floor level. 


Tree of Life 

Mentioned in the Book of Genesi as the potential source 
of immortality to Adam and Eve, and used symbolically 
in Byzantine art. 





tyche 
А personificanon of good fortune as protector of a city. 


ል አጣል جیپ ویو‎ MAE ELLIS А 
regulations of the community; the typikon. of St. Sophia 
алшы dio پت سا کی‎ - 
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